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ABSTRACT 
 Carl Czerny (1791–1857) lived at the turn of the nineteenth century, when the 
piano underwent significant development as an instrument, and subsequently generated a 
huge repertoire. While Czerny is mostly remembered for his piano exercises and etudes, 
his writings about music as well as his works in serious style reveal a man with a 
sophisticated awareness of the importance of piano technique, entwined with profound 
musical ideas and an understanding of music that make him a forerunner of the romantic 
style. 
This study focuses on Czerny’s Opus 500 Complete Theoretical and Practical 
Piano Forte School (1839), and its Supplement (1845). Through analysis of the tutorial’s 
content it attempts to prove the deep connection between piano technique and expressive 
playing in Czerny’s teaching. 
The first five chapters of this work compare elements of expressive playing, such 
as articulation, dynamics and tempo, as presented in different tutorials written before 
		ix	
Czerny’s opus 500, clearly relevant to Czerny. The remaining chapters of this study 
discuss the pedagogical path that Czerny suggests to master those same aspects, 
especially through scales and scale-based exercises, and through constant attention to 
improving the listening skills of the student. 
The purpose of this work is to reassess Czerny as a key figure of modern piano 
technique, as a teacher and pedagogue able to introduce pianists to mechanical training 
while honing the essential skills to perform any piece of music in any style expressively. 	 					 	
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CHAPTER	ONE	
CARL	CZERNY:	A	LIFE	DEVOTED	TO	MUSIC		 The	first	chapter	of	this	study	covers	Carl	Czerny's	life,	training,	and	work	as	a	teacher	and	composer.	Czerny’s	life	took	place	far	from	the	limelight,	if	compared	with	that	of	other	leading	musicians:	he	never	traveled,	he	did	not	pursue	a	career	as	 a	 virtuoso,	 he	 never	 got	married	 and	 he	 spent	 his	 life	 in	 Vienna	 teaching	 and	taking	care	of	his	parents,	while	they	were	alive.	However,	his	remarkable	training,	his	 committed	 friendships	with	musicians	 of	 his	 time,	 and	 his	 curiosity	 about	 the	development	on	the	piano	and	on	its	technique,	as	well	as	his	passion	for	teaching	and	composing,	tell	of	a	life	devoted	to	music	well	beyond	the	mere	piano	technique	he	is	associated	with,	but	rather	focused	on	the	deepest	aspects	of	music	in	its	finest	expression.			
THE	FIRST	YEARS	Born	 in	 Vienna	 in	 1791,	 Carl	 Czerny	was	 exposed	 to	 and	 trained	 in	music	beginning	in	early	childhood	thanks	primarily	to	his	father,	Wenzel	Czerny,	who	was	a	Bohemian	violinist	and	a	piano	teacher.	After	serving	in	the	army	for	many	years,	Wenzel	 Czerny	 got	 married,	 moved	 to	 Vienna	 and	 decided	 to	 make	 a	 living	 as	 a	musician.	A	few	years	later	the	Czernys	moved	to	Poland,	where	Wenzel	found	a	job	as	piano	instructor	in	a	noble	Polish	family.	Carl	spent	the	first	years	of	his	life	there,	but	 when	 he	 was	 only	 four	 his	 family	 moved	 back	 to	 Vienna,	 where	 his	 father	continued	his	activity	as	piano	teacher	and	became	friends	with	many	musicians	in	
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the	city.	From	that	time	on	Carl	Czerny	spent	his	life	in	the	city,	up	until	his	death	in	1857.		 Czerny’s	father	was	his	first	piano	teacher.	As	Czerny	recalls,	Wenzel	Czerny	introduced	him	to	J.S.	Bach’s	works	and	to	the	repertoire	of	the	classical	composers,	such	as	Mozart	and	Clementi,	and	the	young	boy	greatly	benefited	from	this.	At	the	same	 time,	 according	 to	 Carl,	 his	 father	 never	 planned	 to	make	 him	 one	 of	 those	“superficial	 virtuosos”	 common	 at	 the	 beginning	 of	 the	 eighteenth	 century,	 but	 as	Czerny	recounts:	Rather	 he	 strove	 to	 develop	 my	 sight-reading	 ability	 through	 continuous	study	 of	 new	 works	 and	 thus	 to	 develop	 my	 musicianship.	 When	 I	 was	barely	ten	I	was	already	able	to	play	cleanly	and	fluently	nearly	everything	by	Mozart,	 Clementi,	 and	 the	other	piano	 composers	 of	 the	 time;	 owing	 to	my	excellent	musical	memory	I	mostly	performed	without	the	music.1		The	interest	his	parents	had	in	developing	a	well-rounded	person,	rather	than	just	a	piano	 virtuoso,	 was	 supported	 also	 by	 the	many	 sacrifices	 and	 arrangements	 his	father	 made	 to	 give	 Czerny	 a	 comprehensive	 instruction	 in	 languages,	 history,	literature,	 and	 so	 forth.	Wenzel	 used	 to	 teach	music	 to	 some	 poor	 students,	 who	were	willing	to	exchange	their	music	lessons	for	Carl's	tutoring	in	other	fields.	In	addition	to	regular	practice	and	exposure	to	repertoire,	the	young	Czerny	benefited	 from	 his	 father’s	 closeness	 with	 many	 Viennese	 musicians	 of	 the	 time.	This	 allowed	 him	 to	 be	 in	 touch	 with	 the	 broader	 music	 scene	 and	 to	 know	
																																																								1	Carl	 Czerny,	 “Recollections	 from	My	 Life”,	 trans.	 Ernest	 Sanders,	 in	The	Music	Quarterly,	Vol.	42,	No.	3	(Jul.	1956),	4.	Being	an	autobiographic	source	there	might	be	some	skepticism	in	what	is	founded	in	it,	however	most	of	the	literature	that	deals	with	Czerny’s	life	consider	it	a	trustworthy	script.	Therefore,	this	study	quotes	them	as	the	primary	source	to	know	the	composer’s	life	and	it	is	not	the	purpose	of	this	work	to	verify	their	precision.		
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important	people	in	the	field.	In	fact,	it	is	thanks	to	these	friendships	that	Czerny	got	to	know	Beethoven:	 first,	 through	his	music,	when	he	was	still	unknown	to	many;	and	later	in	person,	when	he	was	introduced	to	Beethoven	as	a	potential	student.	The	 first	 person	 to	 talk	 to	 Czerny	 about	 Beethoven	 and	 his	music	was	 the	Czech-born	composer	and	pianist	Abbé	Joseph	Gelinek,	who	was	at	the	time	one	of	the	most	 influential	piano	teachers	 in	Vienna	and	a	close	friend	of	Czerny’s	 family.	Through	this	friendship,	Czerny	became	interested	in	Beethoven’s	music	and	asked	his	parents	to	buy	his	works	for	him2.	From	that	time	on	he	studied	and	performed	Beethoven's	works	constantly.		The	other	connection	between	Czerny	and	Beethoven	is	represented	by	the	violinist	Wenzel	 Krumpholz,	 who	was	 both	 Czerny's	 friend	 and	 Beethoven’s	 very	close	friend	and	violin	teacher.	Krumpholz	assisted	Czerny	in	studying	Beethoven’s	works	and	introduced	the	boy	to	the	master.	Although	Krumpholz	was	not	a	pianist,	he	 often	 listened	 to	 Czerny	 performing	 Beethoven’s	 works,	 and	 gave	 him	suggestions	 regarding	 “tempo,	manner	 of	 performance,	 intended	 effect,	 character,	etc.”	3	since	he	had	often	heard	Beethoven	himself	playing	those	works,	and	in	some	cases,	had	witnessed	Beethoven’s	compositional	process.		It	 is	during	 the	winter	of	1799–1800	 that	Krumpholz	 introduced	Czerny	 to																																																									2	In	 his	 autobiography,	 Czerny	 recalls	 the	meeting	 between	 Gelinek	 and	 Beethoven.	 They	were	both	invited	to	attend	a	soirèe,	where	they	faced	each	other	in	a	piano	duel.	The	day	after,	when	Czerny's	 father	asked	Gelinek	how	the	duel	went,	he	answered:	 “I	have	never	heard	anyone	play	like	that!	He	improvised	on	a	theme	which	I	gave	him	as	I	never	heard	even	Mozart	improvise....	He	can	overcome	difficulties	and	draw	effects	from	the	piano	such	as	we	couldn't	even	allow	ourselves	to	dream	about.”	(Czerny,	“Recollections”,	302–317).	3	Czerny,	“Recollections”,	305.	
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Beethoven.	Although	at	 the	 time	Carl	was	 just	 a	very	young	boy,	 almost	 ten	years	old,	Beethoven	made	a	strong	impression	on	him,	to	the	point	that	42	years	later	he	was	 still	 able	 to	 describe	 their	 first	 meeting	 with	 many	 details,	 including	Beethoven’s	 house,	 what	 repertoire	 he	 played	 for	 him	 and	 Beethoven’s	 first	impressions:	We	 entered	 a	 very	 slovenly-looking	 room	 –	 pieces	 of	 paper,	 articles	 of	clothing,	and	a	few	suitcases	scattered	all	over	the	place,	bare	walls,	hardly	a	chair	except	the	rickety	one	for	the	Walter	piano	(the	best	ones	made	then),	and	in	that	room	a	group	of	six	to	eight	people,	including	the	two	Wranitzky	brothers,	 Sussmayr,	 Schuppanzigh,	 and	 one	 of	 Beethoven’s	 brothers.	Beethoven	himself	was	wearing	jacket	and	trousers	made	of	some	dark	grey	material	of	furry	texture	and	he	immediately	reminded	me	of	the	picture	of	Campe’s	Robinson	Crusoe,	which	I	happened	to	be	reading	at	the	time.	[…]	I	 also	 noticed	 immediately	 with	 the	 power	 of	 observation	 so	 typical	 of	children	that	both	his	ears	were	stuffed	with	cotton	which	seemed	to	have	been	dipped	in	a	yellow	liquid.		But	at	that	time,	he	certainly	appeared	to	be	not	the	least	bit	hard	of	hearing.	I	had	to	play	something	right	away,	since	I	was	 too	 bashful	 to	 start	with	 one	 of	 his	works,	 I	 played	 the	 great	 C-major	concerto	 by	 Mozart	 […]	 Beethoven	 soon	 took	 notice,	 moved	 close	 to	 my	chair,	 and	played	 the	orchestral	melody	with	his	 left	hand	whenever	 I	had	purely	 accompanying	 passages	 […]	 When	 he	 expressed	 satisfaction	 I	 felt	encouraged	 enough	 to	 play	 his	 recently	 published	 Sonate	 Pathetique	 and	finally	 the	Adelaide,	 which	my	 father	 sang	with	 his	 very	 respectable	 tenor	voice.	When	 I	 had	 finished,	 Beethoven	 turned	 to	my	 father	 and	 said,	 “The	boy	is	talented,	I	myself	want	to	teach	him,	and	I	accept	him	as	my	pupil.	Let	him	come	several	times	a	week.	But	most	important,	get	him	Emanuel	Bach’s	book	on	the	 true	art	of	clavier-playing,	which	he	must	have	by	 the	 time	he	comes	to	see	me	again.”4		Even	though	Czerny	studied	with	Beethoven	for	only	about	two	years,	the	composer	deeply	 shaped	 both	 his	 technique	 and	musicality.	 In	 1802	 Czerny	 had	 to	 stop	 his	piano	 classes	 with	 the	 Master	 because	 of	 his	 father’s	 job	 commitment.	 However,	their	friendship	lasted	for	their	entire	lives.	Czerny	kept	performing	his	works	often	under	Beethoven's	 supervision,	 and	Beethoven	was	 also	 aware	 and	up	 to	date	 on																																																									4	Czerny,	“Recollections”,	306–307.	
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Czerny’s	own	compositions.5	Another	 important	 musician	 of	 Czerny's	 youth,	 who	 affected	 his	 way	 of	playing,	performing	and	teaching,	was	the	pianist	Johann	Nepomuk	Hummel.	Czerny	met	 him	 around	 the	 same	 time	 he	 studied	 with	 Beethoven,	 during	 a	 soirèe	 at	Mozart’s	 widow	 Constanze’s	 house,	 which	 the	 Czernys	 used	 to	 frequent	occasionally.	 Carl	 was	 deeply	 impressed	 by	 Hummel’s	 manner	 of	 playing,	 very	different	from	Beethoven’s	approach	to	the	piano.	While	Beethoven’s	playing	was	remarkable	 for	his	enormous	power,	characteristic	 expression,	 and	 his	 unheard-of	 virtuosity	 and	 passage	work,	Hummel’s	performance	was	a	model	of	cleanness,	clarity,	and	of	the	 most	 graceful	 elegance	 and	 tenderness;	 all	 difficulties	 were	calculated	 for	 the	 greatest	 and	 most	 stunning	 effect,	 which	 he	achieved	 by	 combining	 Clementi’s	 manner	 of	 playing,	 so	 wisely	gauged	for	the	instrument,	with	that	of	Mozart.6		There	are	no	 records	of	 further	meetings	or	 letters	between	Hummel	and	Czerny.	Nevertheless,	 because	 of	 Hummel’s	 career	 as	 a	 concert	 pianist,	 his	many	 trips	 to	Vienna,	 the	 celebrity	 of	 his	 compositions	 and	 his	 fame	 as	 a	 teacher,	 we	 might	suppose	that	they	met	in	other	occasions,	or	that	in	any	case	Czerny	was	acquainted	with	 his	works	 and	 playing.	 Thus,	 as	 Czerny	writes,	 Hummel’s	manner	 of	 playing	raised	in	him	“a	desire	for	greater	cleanness	and	clarity”7	in	his	own	playing.	
																																																								5In	 “Recollections	 from	 My	 Life”,	 Czerny	 writes:	 “[...]	 the	 lessons	 were	 interrupted	 for	 a	rather	long	period	[...]”	(p.	307),	which	might	imply	that	at	some	point	they	were	resumed,	although	there	is	no	written	proof	of	it.	6	Czerny,	“Recollections	from	My	Life”,	309.	7	Ibid.	
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CZERNY	THE	TEACHER	Czerny	 started	 teaching	 in	 1806,	when	 he	was	 just	 15	 years	 old.	 Given	 his	training	and	the	high	esteem	in	which	Beethoven	had	held	him,	one	might	wonder	why	 he	 did	 not	 attempt	 a	 virtuoso	 career.	 From	 his	 writings	 and	 memoirs,	 it	 is	evident	 that	 since	 the	 beginning	 of	 his	 studies	 this	 had	 never	 been	 his	 goal.	 His	father,	unlike	other	parents	at	that	time,	did	not	train	him	with	the	intent	of	taking	advantage	of	his	son’s	potential	virtuoso	career	but	endeavored	to	prepare	his	son	to	become	a	good	musician	and	a	good	piano	teacher.8	Probably,	as	a	result	of	this	training,	 Czerny	 was	 lacking	 the	 “type	 of	 brilliant,	 calculated	 charlatanry	 that	 is	usually	part	of	a	 travelling	virtuoso’s	essential	display.”9In	addition,	his	 repertoire	might	not	have	been	oriented	toward	music	expected	to	be	heard	in	the	matinèes	or	
soirèes	held	in	Vienna.	As	stated	above,	the	repertoire	he	studied	with	his	father	was	mostly	 classic	 pieces	 (by	 Mozart,	 Bach,	 Clementi),	 and	 later	 on	 he	 studied																																																									8	At	 the	 beginning	 of	 the	 nineteenth	 century,	 teaching	 piano	 was	 very	 profitable	 work.	Vienna	was	 a	 city	 where	music	 was	 highly	 considered.	 This	 was	 also	 the	 time	when	 the	piano	 gained	 prominence	 over	 the	 old	 keyboard	 instruments	 and	 became	 available	 in	home-sizes	 for	 the	 wealthy	 families.	 Any	 wealthy	 family	 owned	 a	 piano	 at	 home,	 and	studying	piano	was	one	of	the	principal	activities,	especially	for	children	and	women.		The	interest	in	training	children	in	piano	was	due	to	the	rise	of	virtuoso	musicians.	Many	parents	were	hoping	for	a	virtuoso	career	for	their	children	(which	can	be	compared	to	that	of	today's’	athletes),	which	resulted	in	numerous	students	for	the	best	piano	studios.	Women	were	 the	 target	of	 this	business	 for	a	different	reason.	Playing	was	considered	an	important	skill	 for	an	educated	woman	to	have,	and	the	piano	was,	on	one	hand,	the	most	available	 instrument	 for	 a	 reasonable	 price,	 and	 on	 the	 other,	 the	 instrument	 that	 could	harm	them	less	than	any	other	instrument,	because	it	required	a	natural	posture,	balance	in	use	of	the	arms/fingers,	not	particular	strength	of	the	breath.	For	a	detailed	description	of	the	relation	between	women	and	the	piano	during	this	period	 see:	Grete	Whemayer,	Carl	Czerny	und	die	Einzelhaft	am	Klavier	oder	Die	Kunst	der	
Fingerfertigkeit	 und	 die	 industrielle	 Arbeitsideologie,	 (London:	 Barenreiter-Verlag	 Kassel,	1983),	94–100.	9	Czerny,	“Recollections”,	311.	
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Beethoven’s	works.	Czerny	mentions	that	he	used	to	perform	Beethoven’s	works	at	his	 master’s	 friends’	 houses.10	By	 that	 time,	 those	 pieces	 were	 not	 considered	 as	brilliant	virtuoso	works	in	the	more	fashionable	salon-style.	Lighter	and	dance-style	works,	 in	 the	 style	 of	 Hummel	 and	 Czerny’s	 own	 brilliant	 pieces,	 were	 the	 ones	people	expected	to	hear.		For	this	reason,	in	addition	to	the	necessity	of	supporting	his	parents,	who	were	becoming	older,	Czerny	started	teaching	at	an	early	age	on	a	very	tight	schedule.	This	was	his	main	activity	for	almost	thirty	years.		At	that	time,	I	gave	as	a	rule	eleven	to	twelve	lessons	a	day	(from	eight	am	in	the	morning	 to	 eight	 pm	 in	 the	 afternoon)	 and	 taught	 at	 the	 houses	 of	 the	highest	 nobility	 and	 the	 leading	 families	 of	 Vienna.	 This	 lucrative,	 but	extremely	strenuous	activity,	which	taxed	my	health,	lasted	more	than	twenty	years,	until	I	gave	up	teaching	entirely	in	1836.11		In	his	teaching,	Czerny	drew	from	what	he	learned	from	Beethoven,	but	there	was	one	more	 important	 influence	that	deeply	affected	his	development	as	pianist	and	teacher:	Muzio	Clementi.	Czerny	had	the	chance	to	meet	him	during	Clementi’s	residence	 in	 Vienna	 in	 1810	 and	 to	 observe	 his	 piano	 lessons.	 This	 gave	 him	 the	opportunity	 to	 learn	Clementi’s	 teaching	method.	As	Czerny	 recounts:	 “I	primarily	owe	 it	 to	 this	 circumstance	 that	 later	 I	 was	 fortunate	 enough	 to	 train	 many	important	 students	 to	 a	 degree	 of	 perfection	 for	 which	 they	 became	 world-famous.”12	Czerny	taught	with	dedication	and	kept	himself	constantly	up	to	date	about	the	 latest	 in	 piano	 technique,	 instruments	 and	 repertoire	 developing	 during	 his																																																									10	Thanks	 again	 to	Krumpholz,	 Czerny	became	a	 good	 friend	of	Prince	Lichnowsky,	 to	 the	point	that	he	used	to	go	every	morning	to	his	house	to	perform	Beethoven’s	piano	sonatas.		11	Czerny,	“Recollections”,	313.	12	Ibid.	
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time.	Thus,	 in	a	few	years,	he	became	one	of	the	most	 important	piano	teachers	in	Vienna,	 and	 Beethoven	 himself	 in	 1815	 turned	 to	 him	 for	 the	 teaching	 of	 his	nephew,	Karl.			The	 list	 of	 students	 trained	 by	 him	 who	 pursued	 careers	 as	 pianists	 and	pedagogues	 is	 long.	 The	 most	 famous	 of	 all	 was	 Franz	 Liszt,	 who	 studied	 with	Czerny	 starting	 from	 1819.	 Other	 important	 students	 were	 Theodor	 Leszetycki	(who	 had	 among	 his	 students	 Ignaz	 Paderewski	 and	 Artur	 Schnabel),	 Theodor	Kullak,	 Theodor	 Dohler,	 Anna-Caroline	 du	 Belleville	 and	 Alfred	 Jael. 13 	Czerny	stopped	 teaching	 in	 1836,	 due	 to	 his	 desire	 to	 focus	more	 on	 composition	 and	 to	issues	related	to	his	health.	An	example	of	the	esteem	that	his	students	had	for	him	can	be	found	in	the	following	letters	by	Franz	Liszt.	This	is	a	letter	from	1828:	My	very	dear	Master,	When	 I	 think	 of	 all	 the	 immense	 obligations	 under	 which	 I	 am	 placed	towards	you,	and	at	the	same	time	consider	how	long	I	have	left	you	without	a	 sign	 of	 remembrance,	 I	 am	 perfectly	 ashamed	 and	 miserable,	 and	 in	despair	 of	 ever	 being	 forgiven	 by	 you!	 "Yes,"	 I	 said	 to	myself	with	 a	 deep	feeling	 of	 bitterness,	 "I	 am	 an	 ungrateful	 fellow;	 I	 have	 forgotten	 my	benefactor,	I	have	forgotten	that	good	master	to	whom	I	owe	both	my	talent	and	my	success."…At	these	words	a	tear	starts	to	my	eyes,	and	I	assure	you	that	no	 repentant	 tear	was	 ever	more	 sincere!	Receive	 it	 as	 expiation,	 and	pardon	me,	for	I	cannot	any	longer	bear	the	idea	that	you	have	any	ill-feeling	towards	me.	You	will	pardon	me,	my	dear	Master,	won't	you?	Embrace	me	then…good!	Now	my	heart	is	light.	[...]	
																																																								13	From	those	students,	many	lines	can	be	traced	that	provide	a	direct	link	between	Czerny	and	modern	 pianism.	One	 example	 is	 Franz	 Liszt,	who	 taught	Martin	Krause,	who	 taught	Claudio	Arrau	and	Edwin	Fischer.	This	 latter	was	the	teacher	of	the	pianist	and	conductor	Daniel	Barenboim.		
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I	close	by	sending	you	my	heartfelt	greetings,	and	begging	you	once	more	to	pardon	the	shameful	silence	I	have	kept	towards	you:	be	assured	that	it	has	given	me	as	much	pain	as	yourself!	Your	very	affectionate	and	grateful	pupil,	F.	Liszt	December	23rd,	1828	P.S.—Please	answer	me	as	soon	as	possible,	for	I	am	longing	for	a	letter	from	you;	and	please	embrace	your	excellent	parents	from	me.	I	add	my	address	(Rue	Montholon,	No.	7bis).14		This	was	written	a	short	time	after	Liszt’s	departure	from	Czerny’s	studio	to	begin	touring,	but	the	tone	of	Liszt’s	letters	did	not	change	in	later	years	(1852):	My	Dear,	Honored	Master	and	Friend,		Permit	me	 to	 recommend	particularly	 to	you	Professor	 Jahn	 [...]	Mr.	 Jahn's	object	 in	 going	 to	 Vienna	 is	 to	 collect	 documents	 for	 a	 biography	 of	Beethoven,	[...].			May	I	beg	you—in	honor	of	the	great	man	whom	you	have	had	the	merit	of	comprehending	 and	 admiring,	 long	 before	 the	 common	 herd	 joined	 in	chorus	around	his	name—to	open	the	treasures	of	your	reminiscences	and	knowledge	 to	 Mr.	 Jahn,	 and	 accept	 beforehand	 my	 sincere	 thanks	 for	 the	good	service	you	will	render	to	Art	in	this	matter.	It	 is	 with	 unchangeable	 attachment	 that	 I	 remain,	 dear	 master,	 your	 very	grateful	and	devoted	F.	Liszt	P.S.—When	will	 the	 "Gradus	ad	Parnassum"	come	out?	—	You	will	 receive	the	copy	of	my	Studies,	which	are	dedicated	to	you,	 through	Mr.	Lowy	 in	a	few	days.15		In	 this	 last	 letter,	 Liszt	 mentions	 the	 dedication	 of	 his	 Douze	 Études	 d’exécution	
transcendante	 to	 his	 old	master,	which,	 given	 the	 importance	 and	difficulty	 of	 the	pieces,	is	one	more	proof	of	the	high	consideration	he	had	for	Czerny.	
																																																								14	Franz	 Liszt,	Letters	of	Franz	Liszt,	Volume	1,	 "From	Paris	 to	Rome:	 Years	 of	 Travel	 as	 a	Virtuoso",	collected	by	La	Mara,	trans.	Constance	Bache	(London:	H.	Grevel	&	Co.,	1894),	 i.	Online	text:	 	https://archive.org/stream/lettersoffranzli01lisz/lettersoffranzli01lisz_djvu.txt		15	Ibid.	
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CZERNY	THE	COMPOSER		According	to	Czerny’s	recollections,	his	first	experiments	in	composition	date	back	to	when	he	was	seven	years	old,	without	anyone’s	help	or	guidance.	 	He	also	recalls	 that	 during	 his	 young	 years	 he	 used	 to	 transcribe	 symphonies	 from	 the	different	instrumental	parts.	In	so	doing	he	learned	the	rules	of	orchestration.	There	are	 indeed	 no	 records	 of	 a	 composition	 teacher	 in	 his	 life,	 although	we	 know	 by	Beethoven’s	conversation	books	that	his	master	was	familiar	with	his	works.16		His	 first	published	work,	 a	 set	of	Variations	Concertantes	for	Pianoforte	and	
Violin	on	a	theme	by	Krumpholz,	composed	in	1805,	when	he	was	fifteen	years	old,	was	conceived	without	anyone's	help.	In	1806	Krumpholz,	who	remained	our	constant	friend,	gave	me	a	theme	he	had	 composed	 himself.	 To	 surprise	 him	 I	 composed	 of	my	 own	 accord	 and	without	any	outside	help	20	Variations	concertantes	 for	piano	and	violin	on	this	 theme.	 Although	 I	 did	 not	 play	 the	 violin	 myself,	 constant	 listening	 to	quartets	 had	 given	 me	 a	 fairly	 good	 knowledge	 of	 how	 to	 write	 for	 the	instrument.	 [...]Although	 I	 knew	 very	 little	 theory	 then,	 the	 variations	were	written	 so	 correctly	 that	 nobody	 would	 believe	 that	 I	 had	 composed	 them	without	assistance.17		However,	 at	 that	 time	Czerny	was	not	 able	 to	 focus	on	 composing,	because	of	 the	time	 devoted	 to	 teaching.	 Therefore,	 his	 second	published	work	 appeared	 only	 in	1818,	 thanks	 to	 a	meeting	with	 Antonio	 Diabelli,	 who	 agreed	 to	 publish	 Czerny’s	
Brilliant	Rondeau	on	Cavatine	de	Carafa	à	quatre	mains.18	From	that	time	on,	Czerny	
																																																								16	Randal	K.	Sheets,	“The	Piano	Sonatas	of	Carl	Czerny”,	(University	of	Maryland,	1987),	10–11.	17	Czerny,	“Recollections”,	312.	18	Anton	Diabelli	(1781–1858)	was	one	of	the	most	important	Austrian	musical	publishers	of	 the	 nineteenth	 century.	 He	 is	 nowadays	 remembered	 mostly	 for	 Beethoven’s	 set	 of	
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realized	 the	 advantages	 of	 composing,	 and	 he	 started	 continually	 publishing	 new	works,	especially	for	the	amateur	pianist	and	public.	Looking	at	his	published	works,	it	 is	 remarkable	 for	his	 time	 that	 the	majority	of	 the	pieces	are	 for	solo	piano	and	piano	4-hands.	Out	of	861	published	works,	only	2%	are	without	piano;	1%	consist	of	treatises	and	Schools	that,	except	for	one	case,	are	all	related	to	the	piano;	and	less	than	2%	are	chamber	works	with	piano.	Most	of	his	works	for	piano	solo	or	4-hands	are	in	Brilliant-Salon	Style,	together	with	a	more	significant	number,	around	10%,	of	piano	exercises	and	etudes.	He	also	produced	many	transcriptions	of	orchestral	and	operatic	works	for	piano.		The	 historical	 and	 social	 context	 of	 the	 time	 helps	 in	 understanding	 why	piano	 music	 comprised	 the	 biggest	 part	 of	 his	 output.	 Together	 with	 the	 piano	teaching	 business,	 piano	 makers	 and	 piano	 publishers	 were	 also	 a	 constantly	growing	reality.	In	addition	to	his	teaching	activity,	it	was	through	this	work	that	he	made	himself	a	wealthy	man.	As	he	mentions	in	a	letter	to	the	Swiss	music	publisher	Franz	Xaver	Glöggl	(1764–1839),	Czerny	specifies	that	most	of	his	pieces	in	brilliant	style	as	well	as	works	for	beginners	were	written	“always	and	only	at	the	request	of	the	 publisher.”19	However,	 Czerny	 also	 believed	 in	 the	 pedagogical	 importance	 of	writing	catchy	and	easy	tunes	for	beginners.	
																																																																																																																																																																					
Diabelli	 Variations,	 op.	 120,	 written	 on	 a	 theme	 given	 to	 different	 composers	 by	 Diabelli	himself.	19	Ingrid	 Fuchs,	 “Aus	 Carl	 Czernys	 Korrespondenze”,	 in	 Heinz	 von	 Loesch,	 Karl	 Czerny:	
Componist,	 pianist	 und	 pedägoge,	 (Mainz,	 Schott:	 2009),	 139.	 The	 letters	 are	 also	 about	agreements	 on	 Czerny’s	 fees	 for	 his	 works.	 Although	 the	 pieces	 mentioned	 were	 just	brilliant-style	pieces	with	little	artistic	content,	Czerny	received	good	fees	for	them,	close	to	
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The	numerous	 short	works	 I	wrote	 for	 children	and	beginners	 […]	 are	 the	result	of	my	uninterrupted	experience	as	piano	teacher	that	lasted	30	years	[…]	 My	 view	 is	 that	 beginners	 are	 attracted	 by	 a	 possible	 pleasing,	 easily	comprehensible	 form,	 and	 that	 they	 can	 gain	 the	 love	 of	 learning	 through	them	that	with	more	serious	and	deeper	forms.	For	a	beginner	the	first	spell-out	of	notes	 is	always	hard	and	repulsive.	Thus,	what	 for	the	adult	and	the	educated	 person	 is	 seen	 insipid	 and	 tasteless,	 for	 a	 child	 is	 just	 the	 right	thing	and	more	useful	 to	do.	Therefore,	 I	wrote	every	melody	and	passage	considering	 the	 good	 posture,	 right	 fingering,	 good	 stops	 and	 smooth	performance	of	 the	 student;	without	which	not	even	 the	 calmest	and	most	serious	sentence	can	be	performed.20		Thus	 Czerny’s	 “commercial	 works”	 became	 his	 most	 famous	 ones,	 those	 that	 he	published	 throughout	 his	 entire	 life.	 Most	 likely	 for	 this	 reason	 some	 of	 his	contemporaries	 disregarded	 him	 as	 a	 serious	 composer.21	Instead,	 taking	 a	 closer	look	at	his	published	and	unpublished	output,	in	which	we	find,	in	addition	to	other	works,	 4	 symphonies,	 several	 string	 quartets	 and	 sacred	works,	many	 interesting	compositions	 of	 “serious	 music”	 come	 to	 light,	 which	 are	 still	 mostly	 unknown	today.	These	pieces	show	a	talented	composer,	not	worried	about	pursuing	the	taste	of	 the	 general	 public,	 but	 interested	 in	writing	 art-music.	His	 catalogue	of	 serious	music,	 published	 and	 unpublished,	 includes:	 eleven	 piano	 sonatas,	 ten	 piano	concerti,	 six	 symphonies,	 sacred	 works,	 choral	 works,	 chamber	 music	 with	 and	without	 piano,	 string	 quartets	 and	 organ	works.	Most	 of	 the	 sonatas	 and	 concerti	were	published	during	his	lifetime,	since	any	piano	music	under	Czerny’s	signature																																																																																																																																																																						what	 Beethoven	 made	 for	 his	 Sonatas.	 This	 shows	 the	 interest	 the	 publisher	 had	 for	“Czerny”’s	name	as	a	warranty	for	selling	the	works.	20	Ibid.,	139	(Trans.	by	the	author).	21	Robert	 Schumann	 called	 him	 the	 founder	 of	 “insipid	 virtuosity”,	 and	 when	 addressing	Czerny’s	Brilliant	Variations	on	an	Italian	Theme,	he	said:	“Had	I	enemies,	I	would,	in	order	to	 destroy	 them,	 force	 them	 to	 listen	 to	 nothing	 but	 music	 such	 as	 this.”	 As	 reported	 in	Reginald	 E.	 Gerig,	 Famous	 Pianist	 and	 Their	 Technique,	 (Bloomington:	 Indiana	 University	Press,	2007),	107.	
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could	still	sell	well.22			Czerny	 the	 composer	 who	 comes	 to	 light	 in	 those	 works	 is	 different	 from	Czerny	 the	 composer	we	 are	 used	 to	 seeing	 in	 the	 etudes	 and	 brilliant	works	 for	piano.	 For	 instance,	 in	 his	 piano	 sonatas	 it	 is	 possible	 to	 recognize	 a	 talented	composer	who	worked	 in	 Beethoven’s	 shadow,	 but	 looked	 ahead	 in	 order	 to	 find	new	harmonic	and	melodic	paths	that	presage	the	music	of	the	following	Romantic	generation.	Randal	K.	Sheets,	in	his	analysis	of	Czerny’s	eleven	piano	sonatas,	writes:	A	 study	 of	 his	 piano	 sonatas,	 however,	 causes	 one	 to	 reconsider	 both	 the	style	 characteristics	 of	 his	writing	 and	 his	 stature	 as	 a	 composer,	 for	 they	demonstrate	 that	 he	 was	 indeed	 making	 significant	 contributions	 to	 the	emerging	Romantic	style	and	keyboard	idiom	at	least	a	decade	in	advance	of	the	composers	we	typically	associate	with	the	Romantic	era.23		Some	of	the	features	that	make	these	works	forerunners	of	the	Romantic	Style	are	the	 expansion	 of	 form,	 unity	 between	movements	 and	 themes,	 and	 a	 sound	 color	closer	to	the	Romantic	than	the	Classic	ideal.		In	those	works,	unity	is	obtained	through	different	compositional	means:	use	of	cyclic	themes,	“development	of	interrelated	themes,”	and	use	of	motives.24	Their	“romantic”	sound	is	related	to	a	more	advanced	harmonic	language,	the	frequent	use	of	contrapuntal	devices,	and	the	elaboration	of	textures	possible	only	
																																																								22	Fuchs,	 “Aus	 Carl	 Czernys	 Korrespondenze”,	 140:	 “Indeed	 most	 of	 his	 serious	 works	remained	 unpublished-	 Chamber	music,	 Overtures,	 Symphonies	 and	 Sacred	music-	 made	exception	 for	his	Piano	Concertos	 and	Piano	Sonatas,	which	however	would	 still	 sell	well	because	of	the	well-known	piano	composer	brand	that	was	Czerny’s	name.”	23	Randal	K.	Sheets,	“The	Piano	Sonatas	of	Carl	Czerny”,	(University	of	Maryland,	1987),	36.	24The	use	of	recalling	sections	of	previous	movements	can	be	found	in	Czerny’s	Sonatas	No.	1	and	No.	9.	An	example	of	the	use	of	motives	can	be	found	in	Czerny’s	Sixth	Piano	Sonata.	Randal	K.	Sheets,	 “The	Piano	Sonatas	of	Carl	Czerny”,	27:	 there,	Sheets	explains	 the	use	of	“interrelated	themes”	in	Czerny’s	Sonatas.	
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on	the	more	advanced	instruments	of	mid-nineteenth	century.	These	sounds	are	the	result	of	the	song-like	approach	to	melody,	heightened	chromaticism	 and	 unusual	 harmonic	 progressions,	 extremes	 of	expressiveness,	 striking	 new	 textures	 and	 figurations,	 a	 saturation	 of	contrapuntal	 procedures,	 the	 pursuit	 of	 novel	 effects,	 and	 a	 clearly	Romantic,	rhetorical	style.	Czerny	had	an	extraordinary	preoccupation	with	the	 contrapuntal	 style	 of	 J.S.	 Bach,	 who	 was	 one	 of	 the	 most	 important	influences	on	Romantic	composers.25		Contemporaries	of	Czerny	who	had	the	opportunity	to	look	at	these	‘serious’	works	 praised	 them	 on	 several	 occasions,	 some	 of	 which	 are	 worth	 mentioning.	Franz	Liszt’s	often	performed	Czerny’s	Piano	Sonata	op.	7.	In	a	letter	to	his	teacher	after	the	performance	of	this	work,	he	writes,	“I	have	been	making	a	special	study	of	your	 admirable	 sonata	 [Op.	 7],	 and	 have	 since	 played	 it	 at	 several	 reunions	 of	connoisseurs	 (or	 would-be	 connoisseurs):	 you	 cannot	 imagine	 what	 an	 effect	 it	made;	I	was	quite	overcome	by	it.”26	Three	of	Czerny’s	Piano	Sonatas,	his	opus	143,	144	and	145,	were	dedicated	to	great	 virtuosi	 of	 his	 time:	 Ignaz	 Moscheles,	 Ferdinand	 Ries	 and	 Friedrich	Kalkbrenner.27	All	of	them	had	words	of	appreciation	for	him	as	a	composer,	and	the	comments	to	his	sonatas	show	they	real	appreciation	of	his	music,	not	just	a	polite	answer	 to	 the	 gift	 received.	 Ries	 wrote	 to	 him	 in	 1828,	 to	 thank	 him	 for	 the																																																									25	Randal	K.	Sheets,	“The	Piano	Sonatas	of	Carl	Czerny”,	148.	26		Franz	Liszt,	Letters,	Volume	1,	(London:	H.	Grevel	&	Co.,	1894).	Op.	cit.	27	Ignaz	Moscheles	(1794–1870)	was	a	Bohemian	virtuoso	pianist	and	composer	who	lived	first	 in	 Vienna,	 then	 moved	 to	 London.	 In	 1843	 he	 accepted	 a	 teaching	 position	 at	 the	Leipzig	 Conservatory,	 and	 in	 1847	 he	 became	 the	 leader	 of	 the	 Conservatory,	 after	Mendelssohn's	death.	Ferdinand	Ries	(1784–1838)	was	a	German	composer,	a	close	friend	and	 student	 of	 Beethoven	 during	 the	 same	 years	 Czerny	 studied	 with	 him.	 Friedrich	Kalkbrenner	 (1785–1849)	 was	 one	 of	 the	 most	 important	 pianists	 in	 Europe	 at	 the	beginning	of	 the	nineteenth	century,	until	Thalberg,	Chopin	and	Liszt	 took	over	 the	scene.	He	worked	as	piano	teacher,	composer	and	piano	manufacturer	in	Paris	and	London.	
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dedication	of	opus	143:	[…]	with	true	 joy	I	played	through	 it,	and	the	originality,	 the	whole	spirit	gave	 me	 so	 much	 pleasure,	 together	 with	 all	 the	 technical	 challenges	present	in	the	music	of	our	days:	this	sonata	is	a	rare	work	and	it	honors	both	aspects;	and	I	can	only	wish	that	it	would	be	included	in	works	of	the	following	generations.28			Ries	 also	 adds	 that	 more	 praise	 should	 be	 given	 to	 him,	 because	 of	 Czerny’s	independence	of	writing	such	music	so	removed	from	the	tastes	and	desires	of	the	public	and	publishers.	Moscheles	had	similar	words	of	praise	for	Czerny,	especially	about	 his	 ability	 to	 connect	 the	 different	 movements	 in	 his	 opus	 144.	 He	 also	mentions	 the	 difficulty	 of	 having	 this	 work	 appreciated	 by	 the	 London	 public,	because	of	its	superficial	taste.			Czerny	was	fully	aware	of	the	difference	between	his	serious	and	commercial	works,	 and	 of	 the	 time	 and	 effort	 required	 to	 compose	 serious	music.	 In	 1824	he	writes	 to	 his	 friend	 Friedrich	 Wieck,	 Clara	 Schumann’s	 father:	 “beg	 the	 musical	world’s	forgiveness	for	me,	dear	friend,	for	producing	such	a	quantity	of	small	things	and	so	few	great	ones	until	now.	As	a	man	of	my	word,	I’ll	endeavor	to	make	up	for	it.”29	 The	desire	to	devote	more	time	to	composition	was	one	of	the	reasons	that	led	him	to	give	up	teaching	in	1836,	although	a	good	number	of	his	important	works,	at	least	for	piano,	had	been	already	composed	by	that	time.	30																																																									28	Fuchs,	“Aus	Carl	Czernys	Korrespondenze”,	140–141.	29	Cited	 in	Anton	Kuerti,	 “Carl	Czerny,	Composer”,	 in	Beyond	the	Art	of	Finger	Dexterity,	ed.	by	David	Gramit,	(University	of	Rochester	Press:	2009),	139.	30	To	give	a	complete	overview	of	Czerny’s	output	as	a	composer	and	writer,	it	is	worthy	to	mention	 that	he	also	arranged	many	works	of	Symphonies	and	Operas	 for	solo	piano	and	
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CZERNY’S	THEORETICAL	WRITINGS	In	addition	to	his	work	as	teacher	and	composer,	Czerny,	as	was	typical	at	the	time,	 wrote	 different	music	 treatises	 and	 schools.	 Each	 one	 of	 those	 works	 deals	with	a	different	aspect	of	piano	playing	and	performing,	the	only	exception	being	his	
School	 of	 Practical	 Composition,	 opus	 600.	 In	 order	 to	 stress	 their	 importance,	Czerny	decided	 to	 assign	his	most	 important	 treatises	 a	 notable	place	 in	 his	 opus	numbers,	using	one-hundreds.	Following	is	a	list	of	his	principal	treatises:	
- The	 Art	 of	 Improvisation,	 opus	 200	 (Vienna:	 Diabelli	 &	 Cappi,	 1829)	 is	 a	detailed	written	 treatise	with	 practical	 examples	 on	 the	 art	 of	 improvising	different	music	genres	at	the	piano	(preludes,	fantasies,	cadences,	etc.).	
- L’Art	de	Preludier,	opus	300	(London:	R.	Cock	&	Co.,	ca.	1830)	is	a	collection	of	 cadences	 and	 passages	 in	 different	 keys	 to	 be	 used	 for	 improvising	preludes.	 It	 consists	 of	 sheet	 music	 only,	 and	 there	 are	 no	 written	explanations	by	the	author.	
- The	 School	 of	 Fugue	 Playing,	 opus.	 400	 (dedicated	 to	 Felix	 Mendelssohn-Bartholdy;	Vienna:	Antonio	Diabelli)	is	a	collection	of	preludes	and	fugues	in	four	volumes	with	a	written	introduction	by	the	author.	
- The	 Theoretical	 and	 Practical	 School	 of	 Piano-forte	 playing,	 opus	 500	 (first	English	edition,	London:	R.	Cock	&	Co.,	1839)	is	a	four-volume	work,	ranging	from	 the	 basics	 of	 piano	 playing	 to	 commentary	 on	 works	 by	 important	
																																																																																																																																																																					piano	 four-hands.	 He	 also	 edited	 different	 collections	 of	 Sonatas	 by	 Scarlatti,	Mozart	 and	Beethoven	in	addition	to	his	publication	of	J.	S.	Bach’s	Well-Tempered	Clavier.	
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composers,	 most	 of	 all	 Beethoven’s	 piano	 works.	 The	 analysis	 and	commentary	contained	 in	 this	work	will	be	 the	main	subject	of	 the	present	study,	 since	 it	 shows	 in	 writing	 and	 through	 musical	 examples	 the	relationship	 between	 technique	 and	 expression	 in	 Czerny’s	 teaching	 and	work.	
- The	 School	 of	 Practical	 Composition,	 opus	 600	 (English	 Edition,	 London:	 R.	Cock	&	Co.,	ca.	1848)	is	a	three-volume	treatise	on	composition,	with	musical	examples	commented	on	by	the	author.	Together	with	his	Piano-Forte	School,	opus	500,	it	is	the	most	complete	of	Czerny’s	theoretical	works,	and	provides	an	exhaustive	overview	of	his	ideas	on	composition.	In	addition	to	these,	Czerny	published	numerous	“Schools”,	which	are	collections	of	short	 etudes	 or	 pieces	 focused	 on	 specific	 aspects	 of	 piano	 technique	 and	performance.	Among	these	other	treatises	are:	
- Die	 Schule	 des	 Legato	 und	 Staccato,	 op.	 335	 (1834)	 is	 a	 collection	 of	 short	etudes,	 each	 one	 focusing	 on	 a	 specific	 touch,	 briefly	 introduced	 and	explained	by	the	author.	
- École	des	Ornamens,	 op.	355	 (Vienna:	A.	Diabelli,	 1854),	 consists	of	 seventy	short	etudes,	each	one	using	a	different	embellishment,	with	a	brief	note	by	the	composer	at	the	beginning.	The	target	of	this	work	is	the	amateur-pianist.	
- École	des	Embellishments	op.	575	(original	 title:	The	Schule	des	Vortrags	und	
der	 Verzierungen.	 Vienna:	 Tobias	 Haslinger,	 ca.	 1840),	 is	 a	 collection	 of	
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English,	 German,	 French	 and	 Italian	 popular	 melodies	 for	 amateurs,	 with	different	embellishments	in	each	one.	It	consists	only	of	music	scores,	with	a	brief	introduction	by	the	author.	Other	 Schools	 written	 by	 Czerny	 that	 are	 collections	 of	 etudes	 for	 piano	 are:	 The	
School	 of	 Expression,	 op.	 613,	 Preliminary	 School	 of	 Finger-Dexterity,	 op.	 636;	 The	
School	of	Velocity,	op.	299;	School	for	the	Left	Hand	op.	399.	
CONCLUSIONS	Through	 teaching,	 composing,	 playing	 and	 even	 editing,	 Czerny	was	 a	man	who	never	tired	of	devoting	himself	to	music.31	He	studied,	worked	and	was	friends	with	important	musicians	of	his	time,	he	was	always	curious	to	meet	with	and	study	the	works	of	his	 contemporaries,	which	made	him	a	man	open	 to	assimilating	 the	technical	and	performing	innovations	of	his	time.	As	he	wrote	 in	a	 letter	 to	 the	music	publisher	Peters,	 in	everything	he	was	doing,	he	was	hoping	to	be	useful	to	the	world	with	his	actions,	especially	in	the	so-called	“little	things”.32	Even	the	smallest	exercise	was	written	with	this	in	mind,	and	with	the	awareness	that	the	“little	things”,	such	as	the	daily	study	of	scales	in	all	24	keys,	was	a	required	step	to	be	prepared	to	perform	the	 important	and	significant	works	of	the	piano	repertoire.	
																																																								31	Czerny	edited	a	collection	of	Scarlatti’s	Keyboard	Sonatas,	Mozart’s	Sonatas,	Beethoven’s	
Sonatas	and	J.S.	Bach	Preludes	and	Fugues.	In	addition,	he	translated	and	edited	Louis	Adam	and	 Ludwig	Wenzel	 Lachnith’s	Méthode	 ou	 principe	 général	 du	 doigté	 pour	 le	 forte-piano,	Ignaz	 Pleyel	 and,	 Ladislaus	 Dussek’s	Méthode	 Pour	 le	Piano	 and	 Anton	 Reicha’s	Traite	de	
haute	composition	musicale.	32	Ingrid	Fuchs,	“Aus	Carl	Czernys	Korrespondenz”,	138.	
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Czerny’s	 reputation	 as	 a	 man	 only	 worried	 about	 finger	 dexterity	 and	virtuosity	 does	 not	 consider	 the	 actual	 horizon	 in	 which	 he	 was	 working.	 The	hundreds	of	exercises	and	studies	he	wrote,	pushed	on	a	side	his	serious	works	and	his	theoretical	writings.	However,	the	latter	explains	Czerny’s	interest	in	technique	related	 to	 expression.	 Therefore,	 the	purpose	 of	 this	 study	 is	 to	 reassess	Czerny’s	contribution	to	piano	technique	as	a	tool	to	express	the	specific	content	of	any	piece	of	 music,	 through	 the	 study	 of	The	Theoretical	 and	Practical	 School	 of	 Piano-forte	
playing,	opus	500.	As	the	method	shows,	to	Czerny,	finger	dexterity	is	a	means,	not	the	purpose	of	a	pianist’s	work.			 	
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CHAPTER	TWO	
HISTORICAL	CONTEXT	AND	OVERVIEW	OF	THE	TREATISES	RELEVANT	TO	
CZERNY’	S		
VOLLSTÄNDIGE	THEORETISCH-PRACTISCHE	PIANOFORTE-SCHULE		 To	understand	the	vision	and	the	pedagogical	path	that	Carl	Czerny	followed	in	 order	 to	 link	 expression,	 performance	 and	 piano	 technique,	 the	most	 valuable	work	 to	analyze	and	 the	 focal	point	of	 this	 study	 is	his	piano	 treatise	Vollständige	
theoretisch-practische	 Pianoforte-Schule	 von	 dem	 ersten	 Anfange	 bis	 zur	 höchsten	
Ausbildung	fortschreitend	in	3	Theilen,	 opus	500.33	In	1839	 the	 first	 three	books	of	the	method	were	 printed	 simultaneously	 by	 different	 publishers	 in	 Austria,	 Italy,	England	and	France,	as	was	common	practice	at	that	time.34	In	1846	Czerny	felt	the	need	 to	 add	one	more	book	 to	his	method,	 called	Die	Kunst	des	Vortrags	der	alten	
und	 neuen	 Claviercompositionen	 oder:	 die	 Fortschritte	 bis	 zur	 neuesten	 Beit.	
Supplement	(oder	4ter	Theil)	zur	Grofsen	Pianoforte-Schule	op.	500.35	
																																																								33	Title	of	 the	English	 edition:	Complete	Theoretical	and	Practical	Piano	Forte	School:	From	
the	First	Rudiments	of	Playing	to	 the	Highest	and	most	Refined	State	of	Cultivation	with	 the	
Requisite	Numerous	Examples	Newly	and	Expressly	Composed	for	the	Occasion.	34	The	method	was	published	 in	Vienna	by	A.	Diabelli,	 in	Milan	by	G.	Ricordi,	 in	Paris	by	S.	
Richardt	 and	 	by	 J.	A.	Hamilton	 in	London	by	Cocks	&	Co.	According	 to	 the	Bavarian	Stadt	
Bibliothek	 the	 first	 book	 of	 the	 method	 was	 already	 published	 in	 1830	 in	 Wolfenbüttel	(Germany)	by	Hellesche	Buch-Kunst	&	Musikalieu-Handlung.	Nevertheless,	 there	 is	no	date	that	makes	 reference	 to	 such	 an	 early	 publication	 in	 the	 actual	 volume,	whereas	 the	 first	time	Czerny	mentions	his	work	on	 the	Method	 is	 in	a	 letter	of	1839	and	he	states	 that	he	decided	to	write	a	method	after	giving	up	from	his	teaching	activity	that	happened	in	1836.	If	an	early	publication	of	the	method	appeared,	most	likely	this	was	only	for	the	first	volume	of	the	work	and	no	earlier	publication	of	the	other	books	was	founded.	35English	 title:	The	art	of	playing	the	ancient	and	modern	pianoforte	works,	 together	with	a	
list	of	the	best	pieces	for	that	instrument	by	all	the	celebrated	composers	from	Mozart	to	the	
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In	 a	 letter	 from	 1839	 to	 the	 publisher	 Maurice	 Schlesinger,	 Czerny	 writes	about	his	piano	treatise:	“[…]	I	am	currently	working	on	a	major	theoretical	practical	work	 in	 a	way	 that	 has	 not	 existed	 until	 now,	which	 seems	 very	 useful,	 and	 that	might	well	 be	my	 best	 work.”36	Hence,	 given	 the	 explicit	 purpose	 of	 this	 work	 to	provide	the	readers	with	something	different	from	what	they	could	already	find	in	other	piano	tutorials,	it	is	interesting	as	a	first	step	to	assess	its	importance	to	look	at	 what	 other	 keyboard	 treatises	 Czerny	 might	 have	 known	 and	 studied,	 and	 to	analyze	 the	 specific	mechanical	 aspects	 of	 piano	playing	 as	well	 as	 the	 expressive	and	 performing	 elements	 that	 those	 treatises	 considered.	 Then,	 this	 study	 will	compare	 them	 with	 Czerny’s	 method	 with	 other	 keyboard	 treatises,	 highlighting	similarities	and	differences.		
TREATISES,	INSTRUMENTAL	IMPROVEMENTS	AND	SOCIO-ECONOMIC	
CHANGES		At	 the	 beginning	 of	 the	 nineteenth	 century	 a	 large	 number	 of	 specialized	piano	 tutorials	 were	 written	 and	 published.37 	Two	 main	 factors	 triggered	 the	growing	interest	in	piano	playing:	the	improvements	made	in	the	pianos	of	the	time,	and	the	socio-economical	transformations	in	Europe.	The	end	of	the	eighteenth	century	saw	a	rising	interest	 in	developing	piano	mechanics,	which	 resulted	 in	a	period	of	ongoing	and	 consistent	 experimentation.	
																																																																																																																																																																					
present	day,	being	a	supplement	to	the	Royal	piano-forte	school	...	36 	Handwritten	 note	 founded	 at	 the	 Bibliothèque	 Nationale	 de	 France	 as	 reported	 by	Whemeyer,	op.	cit.,	86.	37	According	to	Whemeyer,	141	piano	methods	were	written	up	until	1836,	op.	cit.,	86.	
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Thicker	 strings,	 together	 with	 strengthening	 the	 frame,	 and	 eventually	 the	introduction	of	a	metal	 frame	 in	1808,	allowed	 for	a	greater	 tension	 in	 the	strings	and	 an	 increase	 of	 the	 overall	 volume;	 the	 enlargement	 of	 the	 hammers	 and	 the	substitution	 of	 leather	 with	 other	 materials,	 and	 eventually	 felt,	 made	 a	 broader	spectrum	 of	 different	 sounds	 and	 articulations	 on	 the	 piano	 available	 to	performers.38	Lastly,	 the	 implementation	 of	 the	 double	 escapement,	 patented	 by	Pierre	Érard	in	1821,	allowed	for	greater	control	and	improvement	of	the	speed	of	the	 keyboard.	 Pianists	 and	 composers	 had	 access	 to	 an	 instrument	 substantially	different	 from	 the	 harpsichord,	 and	 by	 the	 beginning	 of	 the	 1800	 the	 latter	 was	effectively	superseded	by	the	modern	piano	in	solo	recitals.39			In	addition,	the	changes	in	the	social	and	economic	condition	of	Europe	led	to	a	 transformation	of	 the	musical	 scene.	 		The	 improved	economic	possibilities	of	the	 middle	 class	 led	 to	 an	 increased	 interest	 in	 music.	 Music	 was	 no	 longer	 an	activity	 for	 the	 nobility	 or	 the	 upper-class	 population,	 but	 became	 available	 to	 a	large	public,	and	the	piano	became	one	of	 the	most	common	instruments	 found	in	private	 homes.	 It	 is	 therefore	 not	 by	 chance	 that	 at	 the	 turn	 of	 the	 century	 the	upright	 piano	 was	 invented:	 its	 size	 and	 its	 affordable	 price	 made	 it	 a	 suitable																																																									38	Only	in	1855	the	iron	frame	was	definitely	patented	and	used	by	Steinway.	The	first	metal	frames	were	made	with	different	metals	that	not	always	satisfied	the	pianists.	39	According	 to	 the	 Grove	 Music	 Online,	 although	 surpassed	 by	 the	 modern	 piano,	 the	harpsichord	 was	 still	 in	 use	 as	 a	 continuo	 for	 opera	 and	 oratorio,	 and	 for	 the	 so	 called	“historical	recitals”.	A	revival	of	the	instrument	took	place	around	the	mid-1860s.	Edwin	M.	Ripin,	 et	 al.	 "Harpsichord."	 Grove	 Music	 Online.	 Oxford	 Music	 Online.	 Oxford	 University	Press,	accessed	November	1,	2016,	 	http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/12420pg5.	
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instrument	for	the	bourgeoisie.	This	new	wave	of	interest	increased	the	demand	for	piano	 teachers	 as	well	 as	 for	 instruction	books,	 since	many	 amateurs	 enjoyed	 the	idea	 of	 studying	 on	 their	 own.	 Copyright	 issues	 impelled	 the	 publishing	 of	 piano	methods	 to	 be	 simultaneous	 in	more	 than	 one	 country	 at	 the	 time.40	Many	music	publishers	moved	to	the	engraving	technique	of	publishing	to	make	it	faster	and	less	expensive,	given	the	high	demand	for	printed	methods	and	scores.41	This	was	also	the	time	when	the	 figure	of	 the	virtuoso	pianist	 took	shape,	a	freelance	instrumentalist	who	travels	the	world	displaying	his	abilities	in	public	by	performing	at	concerts	open	to	the	public	in	open	venues,	as	opposed	to	the	private	concerts	 usually	 held	 by	 the	 wealthier	 class.	 Around	 the	 same	 time,	 music	conservatories	were	established,	becoming	the	places	where	young	musicians	were	trained	to	become	professional	performers.42	The	 consequences	 of	 all	 these	 factors	 were	 higher	 expectations	 on	 the	performing	skills	of	a	pianist,	and	the	standardization	of	the	piano	repertoire,	based	not	only	on	works	written	by	the	teacher	for	his	students	or	by	a	pianist	for	her	own	performances,	 but	 also	 on	 concert	 works,	 written	 by	 different	 composers	 and	
																																																								40	For	an	overview	of	 instruments’	 trade	and	copyright	 laws	at	 the	beginning	of	 the	1800,	see	David	Rowland,	“Pianists	and	the	European	Music	Trade	c.	1790–1820”,	in	Piano	Culture	
in	 19th-Century	 Paris,	 ed.	 Massimiliano	 Sala,	 Lucca:	 Centro	 Studi	 Opera	 Omnia	 Luigi	Boccherini,	2015,	17–26.	41 	See	 “The	 age	 of	 engraving,	 1700–1860”	 and	 “Engraving”	 in	 Stanley	 Boorman,	 et	al.	"Printing	 and	 publishing	 of	 music."	Grove	 Music	 Online.	Oxford	 Music	 Online.	Oxford	University	Press,	accessed	May	25,	2016,	 	http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/grove/music/40101pg1.	42	The	first	State	Conservatory	established	in	1795	was	the	Paris	Conservatory,	followed	by	the	Milan	Conservatory	in	1807,	Vienna	in	1817,	and	Leipzig	in	1843.	
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especially	virtuosos	for	any	pianist	and	amateur	pianist	interested	in	playing	them,	made	available	by	the	increasing	number	of	publications.	This	new	model	of	pianism	required	 students	 and	 pianists	 to	 improve	 their	 mechanical	 skills,	 and	 led	 piano	teachers	to	face	new	and	more	challenging	difficulties	for	their	students.	The	large	number	of	etudes	and	exercises	written	during	this	period	proves	the	attention	that	teachers	and	pianists	invested	in	the	development	of	new	piano	technique,	and	the	treatises	written	at	the	time	by	important	pianists	testify	their	effort	to	adequately	prepare	their	pupils.43	It	is	beyond	the	scope	of	this	thesis	to	study	all	the	piano	treatises	published	in	Europe	before	Czerny’s	Piano-Forte	School	 appeared;	hence	a	 selection	of	 those	most	relevant	to	this	study	was	made.	The	tutorials	discussed	in	the	following	pages	in	 relation	 to	 Czerny’s	method	 are:	 Carl	 Philip	 Emmanuel	 Bach’s	Versuch	über	die	
wahre	 Art	 das	 Clavier	 zu	 spielen,	 Daniel	 Gottlob	 Türk’s	 Klavierschule,	 Muzio	Clementi’s	 Introduction	 to	 the	 Art	 of	 playing	 on	 the	 Piano	 Forte,	 Johann	 Nepomuk	Hummel’s	Méthode	Complète	Théorique	et	Pratique	pour	le	Piano-Forte,	Louis	Adam	and	Ludwig	Wenzel	Lachnith’s	Méthode	ou	Principe	général	du	doigté	pour	le	Forte	
Piano,	 Ignace	Pleyel	and	 Johann-Ludwig	Dussek’s	Méthode	pour	le	Piano	Forte.	and	A.E.	Müller’s	Grosse	Fortepiano	Schule.	These	 tutorials	 are	 among	 those	 that	 Czerny	 knew	 or	 might	 have	 known,	
																																																								43	For	 a	more	detailed	description	of	 the	 relation	between	 the	 rise	of	 the	Conservatory	 in	Paris,	 the	 piano	 studies	 and	 the	 role	 of	 instrumental	 methods	 at	 the	 time	 see	 Jane	Ritterman,	 “On	 teaching	 performance”,	 in	Musical	Performance.	A	Guide	 to	Understanding.	Ed.	By	John	Ring,	Cambridge	University	Press,	2002.	
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either	 because	 of	 the	 personal	 relation	 he	 had	with	 the	 author,	 or	 because	 of	 the	historical	importance	of	the	work.	Therefore,	for	the	sake	of	discussion,	this	chapter	will	 focus	not	on	 the	 totality	of	 subjects	discussed	 in	each	 tutorial,	but	on	 specific	technical	and	performing	aspects	as	presented	in	those	methods,	with	the	purpose	of	assessing	how	Czerny	might	have	been	influenced	by	them.	
OVERVIEW	OF	18TH-	&	19TH-CENTURY	TUTORIALS	RELEVANT	FOR	CZERNY	
Piano	 treatises	 of	 the	 nineteenth	 century	 emerged	 as	 an	 answer	 to	 the	musical	demands	of	their	time,	but	their	genre	was	not	 invented	in	the	nineteenth	century,	 and	 most	 of	 them	 reflect	 the	 influence	 of	 their	 eighteenth-century	precursors.	Our	overview	will	start	with	the	earlier	ones,	and	will	continue	with	the	ones	that	were	closer	or	contemporaries	to	Czerny’s	work.		The	 genre	 of	 keyboard	 treatises,	which	 has	 its	 roots	 as	 early	 as	 1600	with	Girolamo	Diruta’s	publication	of	Il	Transilvano,	largely	developed	during	the	second	half	 of	 the	 eighteenth	 and	 the	 beginning	 of	 the	 nineteenth	 century.	44	Among	 the	different	keyboard	treatises	of	the	eighteenth	century,	the	two	that	had	the	greatest	influence	on	 tutorials	of	 the	nineteenth	century	and	on	Czerny’s	work	as	well,	 are	those	by	Carl	Philip	Emmanuel	Bach	and	Daniel	Gottlob	Türk.45																																																										44	Published	 in	 Venice	 around	 1600,	 this	 is	 considered	 to	 be	 the	 first	 important	 clavier	treatise.	There	are	examples	of	short	tutorials	before	it,	but	they	did	not	have	a	significant	influence	on	later	works.	45	Early	 keyboard	 treatises	 dealt	 mainly	 with	 the	 basics	 of	 keyboard	 playing	 and	 music	theory	knowledge.	As	notated	by	Thomas	Fielden	in	his	article	“The	History	of	the	Evolution	of	 Pianoforte	 Technique”	 (Proceedings	 of	 the	 Musical	 Association	59.	 Royal	 Musical	Association,	 Taylor	 &	 Francis,	 Ltd,	 1932–33,	 35–59)	 early	 treatises	 were	 most	 of	 time	“concerned	 with	 the	 mental	 side	 of	 technique	 than	 with	 the	 mechanical”.	 	 It	 is	 with	 the	
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Keyboard	tutorials	of	that	time	present	two	main	differences	that	have	to	be	taken	into	account	when	comparing	them	with	their	nineteenth-century	successors.	They	 were	 written	 for	 any	 keyboard	 instrument,	 not	 just	 the	 harpsichord	 or	clavichord	or	 early	 fortepiano,	whereas	at	 the	 turn	of	 the	 century	pianists	 started	writing	 treatises	 explicitly	 for	 the	newly	developing	piano.	Also,	 the	 keyboardist’s	primarily	role	was	not	devoted	entirely	to	solo	performances	(C.P.E.	Bach’s	was	the	first	 one	 dealing	 with	 specific	 aspects	 of	 solo	 playing);	 he	 was	 expected	 to	 be	 a	musician	 able	 to	 cover	 different	 roles	 according	 to	 the	 necessities	 of	 the	 day,	including	 accompanying,	 improvising	 and	 more.	 In	 addition,	 tutorials	 of	 the	eighteenth	 century	 discuss	 both	 technical	 aspects	 of	 keyboard	 playing	 and	expressive	and	performing	aspects,	but	most	of	the	time	they	do	not	explain	how	to	achieve	a	good	performance	through	technique.	One	of	the	reasons	for	this	limited	exploration	of	the	mechanical	aspects	of	technique	as	related	to	expression	was	due	to	 the	 fact	 that	 those	 books	 were	 not	 published	 to	 be	 used	 by	 students	independently,	but	they	were	mostly	an	aid	for	teachers,	with	an	appendix	of	pieces	to	 be	 taught	 to	 the	 students.	 Nevertheless,	 the	 works	 of	 Bach	 and	 Türk	 present	elements	of	keyboard	technique	and	a	broad	discussion	on	performance	that	made																																																																																																																																																																						instrumental	 treatises	 for	 flute	 of	 by	 Joachim	 Quantz	 (Versuch	 einer	 Anweisung	 die	 Flöte	
traversiere	zu	spielen,	1752)	and	for	keyboard	by	Carl	Philip	Emanuel	Bach	(Versuch	über	die	
wahre	Art	das	Clavier	zu	spielen,	1753)	that	tutorials	became	more	specific	on	the	technical	aspects	 of	 the	 instruments,	 still	 retaining	 the	 broader	 discussion	 on	 style,	 ornamentation	and	expression.	For	a	complete	 list	of	 tutorials	 in	 the	seventeenth	and	eighteenth	century	see	 Marvin	 John	 Bostrom,	 “Keyboard	 Instruction	 Books	 of	 the	 eighteenth	 century”,	University	 of	 Michigan,	 1961,	 diss.	 	Some	 of	 the	 important	 keyboard	 tutorials	 of	 the	eighteenth	century,	still	far	from	Bach’s	work	but	closer	in	terms	of	organization	of	material	and	focus	on	the	actual	playing	of	the	keyboard	are	François	Couperin’s	L’Art	de	toucher	le	
clavecin	and	Jean-Philippe	Rameau’s	Méthode	pour	la	mécanique	des	doigts	sur	le	clavecin.	
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them	influential	in	the	later	generations.	Carl	 Philip	 Emmanuel	 Bach’s	 Versuch	 über	 die	 wahre	 Art	 das	 Clavier	 zu	
spielen,	 published	 in	 two	 parts	 respectively	 in	 1753	 and	 1762,	 was	 known	 and	studied	by	many	keyboardists	and	pianists	and	was	held	 in	high	 regard	by	all	 the	important	musicians	of	his	 time.	 	Mozart	said	of	him,	“He	 is	 the	 father;	we	are	 the	children.	Those	of	us	who	do	anything	right	learned	it	from	him.	Whoever	does	not	owe	to	this	 is	a	scoundrel”.46Haydn	called	 it	“the	school	of	schools”;	and	“Clementi	endorsed	it	heavily”.47	As	Czerny	mentioned	in	his	Recollections,	Beethoven	was	no	exception	and	used	this	book	as	well	when	Czerny	studied	with	him.48		The	first	part	of	the	book	deals	with	aspects	related	to	keyboard	technique.	In	Bach’s	view,	a	keyboardist	needs	to	master	“three	factors	so	closely	related	that	no	 one	 of	 them	 can,	 nor	 indeed	 dare,	 exist	 without	 the	 others.	 They	 are:	 correct	fingering,	 good	 embellishments,	 and	 good	 performance.”49	Consequently,	 he	 deals	with	each	one	of	those	aspects	separately	in	the	first	three	chapters	of	the	method.	The	 second	 part,	 instead,	 covers	 broader	 topics	 related	 to	 rules	 of	 thoroughbass,	accompaniment	and	improvisation.		This	 method	 is	 often	 seen	 as	 the	 connecting	 work	 between	 generalized																																																									46	Reginald	R.	Gerig,	Famous	Pianists	and	Their	Technique,	25.	47	Aldrich	Putnam.	 “Carl	 Philipp	Emanuel	Bach.	Essay	on	the	True	Art	of	Playing	Key	board	
Instruments.	William	J.	Mitchell,	tr.	and	ed.	New	York:	W.	W.	Norton,	[1994]”	(Journal	of	the	
American	Musicological	Society	2,	no.	2	(1949)),	123.	doi:10.2307/830083.	48	Czerny	 reports	 Beethoven	 saying	 to	 his	 father	 after	 their	 first	 meeting:	 “The	 boy	 has	talent;	I	will	teach	him	myself,	and	I	accept	him	as	a	pupil.	Send	him	to	me	several	times	a	week,	but	first	of	all	see	that	he	gets	Emanuel	Bach’s	treatises	on	the	True	Art	of	Keyboard	
Playing,	which	he	must	bring	with	him	next	time.”	(Czerny,	Recollections,	5).	49	C.	P.	E.	Bach,	Essay,	30.	
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keyboard	and	piano	technique.	This	is	because	on	one	hand,	the	Versuch	contains	a	detailed	 presentation	 on	 fingering	 that	 follows	 mostly	 modern	 fingering	 rules;	 it	underlines	the	importance	of	the	use	of	the	thumbs;	and	it	discusses	aspects	of	solo	playing	along	with	general	guidelines	about	performance	and	style.50	On	 the	other	hand,	 being	 a	 book	 published	 in	 the	 mid-eighteenth	 century,	 it	 devotes	 a	 large	number	of	pages	to	a	discussion	of	thorough	bass	and	accompaniment,	which	were	no	longer	the	principal	concern	of	virtuoso	pianists	during	the	nineteenth	century.	Daniel	 Gottlob	 Türk’s	Klavierschule,	 published	 for	 the	 first	 time	 in	 1789,	 is	considered	 the	 last	 of	 the	 keyboard	 treatises,	 and	 it	 is	 at	 the	 same	 time	 the	most	complete	 keyboard	 method	 written	 up	 to	 that	 time.51 	While	 Czerny	 does	 not	mention	it	 in	his	writings,	nor	we	have	any	witness	of	a	possible	relation	between	the	two	musicians,	it	is	still	a	useful	point	of	comparison	because	of	its	importance	in	 the	 panorama	 of	 the	 keyboard	 treatises,	 and	 for	 the	 high	 regard	 that	 Theodor	Kullak,	a	student	of	Czerny,	had	for	it.	The	manual	is	divided	into	six	chapters:	Basic	Notions	 of	Music	 Theory;	 Fingering;	 Embellishments	 (which	 are	 covered	 in	 three	successive	 chapters);	 Performance	 and	 Interpretation.	 Türk	 underlines	 the	importance	 for	a	good	keyboard	player	 to	be	acquainted	with	good	singers	and	to																																																									50	Oscar	Bie,	in	A	History	of	the	Pianoforte	and	Pianoforte	Players,	states:	“This	was	the	most	copious	 work	 on	 clavier	 technique	 that	 had	 yet	 appeared.	 It	 was	 at	 the	 same	 time	 the	sufficient	 apology	 for	 the	 technique	 of	 the	 thumb,	which	has	 become	 the	 ground-work	 of	our	fingering.”,	(New	York:	Da	Capo	Press,	1966),	139.	51	The	first	method	considered	a	tutorial	specifically	written	for	piano	is	Die	Wahre	Art	das	
Pianoforte	 zu	 Spielen	 by	 Johan	 Peter	 Milchmeyer	 (Dresden,	 Germany,	 1797).	 Some	 other	important	 treatises	 of	 the	 nineteenth	 century	 that	 I	 will	 not	 discuss	 here	 are:	 Wiener	
Pianoforte-Schule	 by	 Friedrich	 Starke	 (Vienna,	 1819–1821),	 Méthode	 pour	 apprendre	 le	
pianoforte	by	Friedrich	Kalkbrenner	(Paris,	1830),	and	Instruction	for	the	Piano	Forte	by	J.	B.	Cramer	(London,	1892).	
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follow	the	natural	inflection	and	accentuation	of	a	singing	line,	in	order	to	play	with	expression.	In	addition,	Türk’s	work	makes	constant	reference	to	the	importance	of	developing	an	expressive	playing	style	and	good	individual	feeling.	In	fact,	from	the	very	 beginning	 the	 author	 stresses	 the	 significance	 of	 learning	 to	 play	 with	 the	appropriate	touch	and	dynamics.	Besides	 Türk	 and	 Bach,	 it	 is	 worth	 mentioning	 that	 Czerny	 acknowledges	three	 musicians	 of	 his	 time	 as	 great	 influences	 on	 him:	 Ludwig	 van	 Beethoven,	Muzio	 Clementi	 and	 Johann	 Nepomuk	 Hummel.	 While	 Beethoven	 never	 wrote	 a	tutorial,	Clementi	and	Hummel	wrote	respectively	Introduction	to	the	Art	of	playing	
on	 the	 Piano	 Forte	 (London,	 1801)	 and	 Ausführliche	 theoretisch-practische	
Anweisung	 zum	 Piano-Forte-Spiel	 (German	 Edition,	 Vienna,	 1828;	 French	 edition:	
Méthode	Complète	Théorique	 et	Pratique	pour	 le	Piano-Forte,	 Paris,	 1838).	 Both	 of	these	works	will	be	discussed	further	on.		In	conclusion,	it	is	relevant	to	note	that	Czerny	himself	edited	and	translated	a	 few	 important	piano	 treatises	of	pianists	and	 teachers	who	 lived	and	worked	at	the	beginning	of	 the	nineteenth	 century.	According	 to	Czerny’s	biographer’s	Grete	Whemeyer,	these	are	the	keyboard	and	piano	tutorials	he	published:	
● A.	E.	Müller’s	edition	of	Georg	Simon	Lohlein’s	eighth	edition	of	his	Clavier-
Schule,	published	in	1825	with	the	title	Grosse	Fortepiano	Schule.	
● Louis	Adam	 and	 Ludwig	Wenzel	 Lachnith’s	Méthode	ou	Principe	général	du	
doigté	pour	le	Forte	Piano	(First	publication	:	Paris,	1798).	
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● Ignace	 Pleyel	 and	 Johann-Ludwig	 Dussek’s	 Méthode	 pour	 le	 Piano	 Forte	
(Paris,	1797).	There	are	two	German	editions	available	of	the	Pleyel-Dussek	method	book.	One	was	published	in	1801,	thus	Czerny	could	have	not	edited	it	since	at	the	time	he	was	just	10	years	old;	the	other	is	from	1820,	published	by	 Anton	 Diabelli	 in	 Vienna.	 This	 could	 easily	 be	 the	 edition	 translated	 by	Czerny.	52	All	the	above-mentioned	treatises	share	specific	features:	
- They	 were	 all	 named	 as	 Piano	 Methods,	 and	 the	 German	 methods	 were	written	for	the	piano	beginning	with	their	first	edition;53	
- They	all	explain	rules	for	good	fingering;	
- They	 underline	 the	 importance	 of	 studying	 the	 scales,	 and	 they	 all	 present	similar	fingering	for	the	scales;	
- They	mention	 briefly	 or	 avoid	 altogether	 the	 discussion	 on	 thorough	 bass,	accompaniment	 and	 improvisation,	whereas	 they	are	more	 concerned	with																																																									52	It	was	not	possible	to	access	Carl	Czerny’s	translations	of	Adam	and	Lachnith’s	and	Pleyel-Dussek’s	 tutorials	 in	order	 to	make	a	close	comparison	between	the	original	and	Czerny’s	edition	of	it;	thus	the	discussion	regarding	those	works	will	be	based	on	secondary	sources	and	their	original	French	editions.	Regarding	the	other	 treatises	used	 in	 the	comparison,	 the	edition	of	Hummel’s	Méthode	 is	the	reprinted	Paris	edition	of	1838	(Genève:	Minkoff	Reprint,	1981).	Clementi’s	Introduction	
to	the	art	of	playing	on	the	Pianoforte	went	through	eleven	editions;	the	edition	used	here	is	the	reprinted	second	edition	with	commentary	by	Sandra	Rosenblum	(New	York:	Da	Capo	Press,	 1974).	 The	 edition	 used	 for	 C.P.E.	 Bach’s	 Versuch	 is	 the	 English	 translation	 of	 the	original	German	edition:	Essay	on	the	true	art	of	playing	keyboard	instruments	 (New	York:	W.W.	Norton	&	Co.,	1949).	For	Turk’s	Klavierschule	I	refer	to	the	English	translation:	School	
of	 Clavier	 Playing,	 translated	 by	 Raymond	 H.	 Hagg	 (Lincoln	 &	 London:	 University	 of	Nebraska	Press,	1982).	53	The	 first	 edition	 of	 the	 French	 tutorials	 of	Adam	and	Pleyel	were	 initially	 addressed	 to	keyboardists	and	pianists.	With	their	second	edition,	published	after	1800,	they	were	both	named	only	as	piano	methods.	
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specific	mechanical	aspects	of	piano	playing,	and	explain	in	increased	detail	the	different	touches	and	dynamics	possible	on	the	piano;	
- They	discuss,	in	detail,	elements	related	to	piano	technique,	and	give	specific	five-finger	exercises,	 scale-derived	exercises,	arpeggio	exercises	and	double	note	exercises	to	be	practiced	daily;54	
- As	 in	 the	 previous	 eighteenth	 century	 tutorials,	 they	 discuss	 style	 and	expression.	According	 to	 the	 author	 of	 each	 treatise,	 the	 level	 of	 detail	 and	 the	number	of	pages	 dedicated	 to	 these	 topics	 changes.	 For	 instance,	 Clementi	 sporadically	mentions	problems	 related	 to	 performance,	while	 Czerny	devotes	 the	 entire	 third	volume	of	his	work	to	the	issue.	
In	the	following	paragraphs,	to	the	extent	of	their	relevance	to	specific	topics	of	this	study,	 other	 tutorials	will	 be	 occasionally	mentioned	 in	 order	 to	 provide	 a	wider	perspective	on	the	matter.	
COMMON	REASONS	AND	PURPOSES	OF	19TH-CENTURY	TREATISES		The	 reasons	 behind	 authoring	 and	 publishing	 a	 keyboard/piano	 treatise	could	 be	 several:	 publisher’s	 request,	 need	 for	 detailed	 materials	 for	 students,	 a	musician’s	personal	career	(such	as	 the	necessity	 to	publish),	among	many	others.	Czerny,	 like	 some	 of	 his	 contemporaries,	 was	 willing	 to	 respond	 to	 two	 pressing	issues:	the	improvements	made	on	the	instrument	and	the	increasing	challenges	of	
																																																								54	Louis	Adam	was	the	first	one	to	insert	a	complete	set	of	exercises	in	his	tutorial.	
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the	repertoire.		In	the	introduction	to	book	one	of	his	Piano-Forte	School,	Czerny	writes:	Every	 succeeding	 year,	 pianoforte	 playing	 is	 more	 widely	 cultivated	 and	more	 highly	 rated	 in	 public	 estimation.	 The	 instrument	 itself	 is	 constantly	receiving	progressive	 improvements	both	as	to	 its	tone,	and	to	the	manner	of	treating	it.	Melody,	that	noblest	branch	of	the	art,	can	now	be	expressed	on	it,	 in	 the	 fullest	 and	 richest	 tones,	 and	 most	 varied	 shades	 of	 expression;	numerous	 composers	 and	 Virtuosi	 hourly	 invite	 us	 to	 practice,	 by	 the	invention	of	new	passages,	and	effects,	not	before	thought	of;	and	every	day	serves	more	firmly	to	establish	the	conviction	that	the	Pianoforte	can	never	be	displaced,	nor	even	thrown	into	the	shade	by	any	other	instrument	[…]	This	 continual	 advance	 in	 its	 general	 utility,	 demands	 of	 course	 a	corresponding	degree	of	perfection	in	the	Elementary	works	written	for	the	instrument:	in	order	to	unite	the	more	recent	discoveries	on	the	mechanism	of	 fingering	 with	 what	 was	 previously	 known;	 and	 which	 have	 become	necessary	 in	consequence	of	 the	 increased	refinement	of	our	musical	 taste,	which	 is	 due	 to	 the	 more	 modern	 class	 of	 compositions,	 and	 to	 the	improvements	made	 in	 the	 structure	 of	 the	 instrument	 itself;	 all	 of	 which	causes	necessarily	exert	considerable	influence	on	the	style	of	performance,	even	of	the	older	and	more	simple	productions.55		In	1797	Louis	Adam	had	already	mentioned	the	development	of	the	repertoire	and	potentiality	of	the	piano	as	one	of	the	reasons	for	his	work:	56	Nowadays,	the	level	of	musical	performance	on	the	piano	has	been	brought	to	 such	 a	 degree	 of	 perfection,	 regarding	 both	 mechanical	 precision	 and	taste,	 that	 we	 consider	 it	 one	 of	 the	 fundamental	 subjects	 of	 a	 good	education.	 But	 since	 the	 knowledge	 of	 many	 fundamental	 principles	 by	which	to	more	easily	attain	perfection	on	this	instrument	is	not	sufficiently	widespread,	 it	 is	 therefore	 still	 possible	 to	 contribute	 to	 the	 means	necessary	 to	 achieve	 it.	 We	 have	 believed	 that	 the	 general	 public,	 and	especially	amateurs,	will	view	with	pleasure	a	book	 in	which	we	present	a	very	clear	and	precise	method	that	will	serve	as	secure	instruction,	as	much	for	 those	who	do	not	have	good	examples	at	hand	 to	observe,	 as	 for	 those	
																																																								55	Carl	Czerny,	Piano-Forte	School,	Opus	500,	Book	I,	1.	With	Melody,	Czerny	means	the	main	musical	 line,	which	most	 of	 the	 time	has	 to	be	played	 cantabile,	 louder	 than	 all	 the	other	musical	lines,	and	legato.		56	The	edition	I	refer	to	is	from	1801,	but	the	book	was	first	published	in	1797.	
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who	 are	 already	 advanced	 in	 the	 art,	 but	 who	 could	 have	 adopted	wrong	principles.57		A	few	years	before	Czerny	(1828),	Hummel	echoes	similar	reasons:	Of	all	the	instruments	in	use	today,	the	Piano	is	rightly	the	most	cultivated:	it	affects	the	health	less	harmfully	than	all	of	the	other	instruments	and	it	does	not	 need	 their	 help	 to	 produce	 the	 most	 complete	 harmony.	 These	advantages,	 and	 the	 widespread	 distribution	 it	 has	 acquired	 in	 the	 past	twenty	years,	have	contributed	powerfully	to	bring	it	into	general	use	and	to	reach	such	a	high	level	of	execution.	Also	because	of	this	progress,	style	has	gradually	 transformed;	 and	 the	 increasing	 difficulties	 we	 endeavor	 to	overcome	 have	 required	 an	 essential	 change	 in	 several	 established	principles,	including	the	fingering.58			Hummel’s	 quotation	 ends	 by	 pointing	 to	 the	 importance	 of	 developing	 good,	 and	significantly	 new,	 fingering,	 this	 being	 the	 first	 medium	 through	 which	 students,	teachers	 and	performers	 can	 improve	 their	 piano	 skills.	He	 is	 not	 the	 first	 one	 to	mention	fingering,	this	being	a	fundamental	element	in	most	of	the	piano	treatises.																																																									57Luis	 Adam	&	 Lachnith,	Méthode	ou	Principe	général	du	doigté	pour	 le	Forte	Piano	 (Paris	chez	 Sieber	 :	 1798),	 III.	 Author’s	 translation	 from	 the	 original	 French	 text:	»Le	 talent	d’exécution	musicale	sur	le	Forte-Piano	est	porte	de	nos	jours	à	un	tel	dégrée	de	perfection,	tant	 pour	 la	 précision	 que	 pour	 l’exécution	 et	 le	 goût,	 qu’on	 l’a	 généralement	 place	 au	nombre	des	bases	d’une	bonne	éducation:	mais	comme	il	est	encore	possible	d’ajouter	aux	moyens	qui	peuvent	 faire	parvenir	plus	aisément	à	 la	perfection	de	cet	 instrument,	par	 le	développement	de	plusieurs	principes	 fondamentaux	donc	 la	connaissance	n’est	pas	assez	répandue;	nous	avons	cru	que	le	public	en	général,	et	les	amateurs	en	particulier,	verraient	avec	 Plaisir	 un	 ouvrage	 dans	 lequel	 nous	 présentons	 une	méthode	 si	 claire	 et	 si	 précise,	qu’elle	 servira	 de	 règle	 certaine,	 tant	 pour	 ceux	 qui	 ne	 sont	 pas	 à	 portée	 d’avoir	 de	 bons	modelés	 sous	 les	 yeux,	 que	 pour	 ceux	 qui,	 étant	 déjà	 avances	 dans	 l’art,	 pourraient	 avoir	adopté	de	mauvais	principes.	»	58	J.N.	Hummel,	Méthode	Complète	Théorique	et	Pratique	pour	le	Piano-Forte,	(Paris	:	1838)		Author’s	 translation,	French	 text:	«	De	 tous	 les	 instruments	aujourd’hui	en	usage,	 le	Piano	est	 à	 juste	 titre	 le	 plus	 cultivé	 :	 il	 est,	 moins	 que	 tout	 autre,	 capable	 d’influer	 dès	avantageusement	 sur	 la	 santé	 la	 plus	 faible,	 et	 n’a	 nullement	 besoin	 du	 secours	 d’autres	instruments	pour	produire	l’harmonie	la	plus	complète.		Ces	 avantages	 et	 la	 grande	 étendue	 qu’il	 a	 acquise	 depuis	 vingt	 ans,	 ont	 puissamment	contribué	à	le	rendre	d’un	usage	général	et	à	faire	parvenir	l’exécution	à	un	si	haut	dégrée.	Aussi	par	ces	progrès,	le	style	prenait-il	peu-a-peu	une	toute	autre	forme	;	et	les	difficultés	toujours	 croissantes	 qu’on	 s’efforçait	 de	 vaincre,	 nécessitaient	 un	 changement	 essentiel	dans	plusieurs	principes	déjà	posés,	et	notamment	dans	le	doigter.	»	
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Adam	and	Lachnith	in	1797	stated	that	it	is	the	most	important	tool	to	achieve;	thus	the	 focal	 point	 of	 their	 manual	 is	 to	 provide	 the	 reader	 with	 the	 most	 valuable	fingering.59	Along	 the	 same	 lines,	 Ignace	 Pleyel	 summarizes	 the	 content	 of	 his	manual	 as	 a	 compendium	 of	 the	 good	 rules	 of	 fingering:	 “This	 method	 mostly	contains	all	the	rules	of	fingering	on	the	piano.”60	This	 mechanical	 aspect	 of	 piano	 playing	 is,	 according	 to	 most	 of	 the	 piano	treatises,	 foundational	for	acquiring	all	of	the	other	elements	for	playing	the	piano	correctly;	therefore,	it	has	to	be	taught	to	students	from	the	very	beginning	in	order	for	them	to	develop	good	finger	dexterity,	which	will	allow	them	both	to	have	a	high	degree	of	 control	of	 the	 instrument	and	 to	perform	the	difficult	passages	 found	 in	repertoire	pieces	well.		Nevertheless,	the	treatises	maintain	that	technical	skills	are	not	 important	 for	 their	own	sake.	They	must	be	 related	 to	most	of	 the	expressive	and	 performance	 skills	 required	 of	 a	 good	 piano	 player.	 As	 we	 will	 see	 in	 the	following	chapters,	the	other	features	for	developing	a	good	pianist	discussed	in	the	different	treatises	are:		
- A	good	training	of	the	ear;	
- The	ability	to	control	different	dynamics;	
- The	ability	to	play	with	different	touches;	
- A	correct	understanding	of	different	tempos;																																																									59	«	C’est	ce	moyen	unique	(doigte),	sans	lequel	on	ne	peut	atteindre	à	la	perfection,	c’est	ce	doigte	 sur	 et	 invariable	 que	 nous	 offrons	 au	 public	 dans	 cet	 ouvrage.	»	 L.	 Adam	 and	Lechnith,	Méthode,	III.	60Pleyel	 et	 Dussek,	 Méthode	 pour	 le	 Piano	 Forte,	 (Paris	 chez	 Pleyel	:	 1797),	 front	 page.	Author’s	 translation,	 original	 French	 text:	 «	Cette	 méthode	 contienne	 essentiellement	 les	principes	du	doigté	du	forte-piano.	»	
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- Correct	accentuation	and	phrasing;	
- The	use	of	the	pedals.	
CONCLUSION	This	 chapter	 has	 delineated	 some	 of	 the	 reasons	 for	 the	 proliferation	 of	published	 piano	 methods	 in	 Europe	 at	 the	 outset	 of	 the	 nineteenth	 century.	 In	particular,	pianists,	teachers	and	students	felt	the	need	to	develop	tools	to	increase	the	skills	that	could	help	them	to	gain	more	control	over	the	instrument	and	face	the	new	demands	of	 the	piano	repertoire.	With	this	scope,	many	treatises	emphasized	the	 necessity	 of	 enforcing	 finger	 training,	 since	 it	 is	 through	 the	 correct	 use	 of	fingers	and	fingering	that	a	pianist	connects	with	the	instrument.	At	the	same	time,	some	methods	were	 influenced	by	masters	 of	 the	previous	 generation	 and	by	 the	desire	 of	 performing	 not	 only	 at	 a	 skilled	 mechanical	 level	 but	 also	 to	 perform	expressively,	as	is	the	case	in	Czerny’s	opus	500.	In	 the	 following	 chapters,	 finger	 training,	 listening	 and	 the	most	 important	expressive	elements	in	piano	playing	will	be	discussed	in	light	of	these	manuals,	and	Czerny’s	Piano-Forte	School	opus	500.	 	
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CHAPTER	THREE	
ESSENTIAL	ELEMENTS	FOR	A	GOOD	PERFORMANCE:	
GOOD	FINGERING	AND	LISTENING	SKILLS		 	
IMPORTANCE	OF	GOOD	FINGERING	FROM	C.	P.	E.	BACH	TO	CZERNY	The	 importance	 given	 to	 fingering	 was	 already	 a	 characteristic	 of	 early	keyboard	 treatises.	 However,	 as	 Hummel	 says,	 fingering	 on	 the	 earlier	 keyboard	instruments	 was	 different	 from	 the	 fingering	 that	 nineteenth	 century	 music	required.	The	seed	for	the	development	of	later	fingering	rules	was	already	evident	in	Carl	Philip	Emmanuel	Bach’s	description.		Bach	 devotes	 the	 first	 chapter	 of	 his	 Essay	 on	 the	 True	 Art	 of	 playing	 on	
Keyboard	Instruments	to	the	art	of	fingering.	He	writes:	…Correct	employment	of	the	fingers	is	 inseparably	related	to	the	whole	art	of	 performance	 […]	 for	 experience	 will	 prove	 that	 an	 average	 performer	with	 well-trained	 fingers	 will	 best	 the	 greatest	 musician	 who	 because	 of	poor	fingering	is	forced	to	play,	against	his	better	judgment.	[…]	 In	 spite	 of	 the	 endless	 variety	 of	 fingerings,	 a	 few	 good	 principles	 are	sufficient	to	solve	all	problems…61		Bach	explains	the	rules	for	good	fingering	starting	from	scale	fingering	and	giving	a	few	 general	 rules	 to	 follow	 when	 choosing	 finger-numbers.	 These	 might	 be	summarized	as	following:		-	Choose	the	most	natural	fingering	for	the	hand,	according	to	the	shape	of	the	hand	and	the	keyboard;	-	Avoid	the	thumb	and	fifth	finger	on	black	keys;																																																									61	C.P.E.	Bach,	Essay,	41.	
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-	Choose	the	fingers	according	to	what	follows	next.		For	 each	 scale’s	 fingering,	 Bach	 gives	 multiple	 options,	 sometimes	 even	 three	completely	different	fingerings	(Figure	1).	The	second	option	in	the	right	hand	and	the	 third	option	of	 the	 left	hand	uses	 the	older	practice	of	 turning	 the	 third	 finger	over	the	fourth	and	the	first	finger	over	the	second,	whereas	the	other	two	uses	the	turning	 on	 the	 thumb.	 The	 number	 of	 options	 available	 varies	 according	 to	 the	number	of	black	keys	employed	in	the	scale,	the	greatest	is	their	presence,	the	fewer	are	the	possible	fingering.		
Figure	1	C.P.E.	Bach,	Essay,	p.	46		
	In	this	figure,	the	fingering	closest	to	the	staff	is	the	most	modern	one.	62		This,	along	with	the	importance	that	Bach	gives	to	the	use	of	the	thumb,	are	among	the	topics	for	which	pedagogues	and	pianists	of	the	beginning	of	the	nineteenth	century	kept	Bach’s	teaching	in	high	regard.63																																																									62	A	complete	comparison	of	fingering	between	Bach	and	Czerny	can	be	found	in	Appendix	1.	63	As	stated	in	chapter	one,	Czerny	used	Bach’s	Versuch	with	Beethoven	from	his	first	lesson;	he	writes	to	describe	what	he	did	with	his	master,	most	likely	following	Bach’s	method:	“In	the	first	lesson,	Beethoven	had	me	concentrate	exclusively	on	scales	in	all	keys,	showed	me	the	only	correct	position	of	 the	hands	and	 fingers	(unknown	as	yet	 to	 the	most	players	at	that	time),	and	especially	the	use	of	the	thumb-rules	whose	values	I	came	to	appreciate	only	
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As	for	Türk,	he	devotes	the	whole	second	chapter	of	his	Klavierschule	to	the	art	of	fingering:	It	is	well	known	that	fingering	is	an	essential	and	in	more	than	one	respect	a	very	 important	 part	 of	 keyboard	 playing.	 Therefore,	 the	 student	must	work	very	 diligently	 in	 the	 beginning	 to	 acquire	 commendable	 fingering	 habits,	because	it	 is	not	possible	to	play	 in	a	well-rounded	and	free-flowing	manner	when	 using	 poor	 and	 incorrect	 fingerings.	 It	 can	 also	 be	 maintained	 with	certainty	 that	 a	 large	measure	 of	 agility	 either	 cannot	 be	 achieved	 by	 poor	fingering	or	 then	only	with	an	 inordinate	amount	of	practicing.	On	the	other	hand,	 less	 time	and	effort	 are	 required	 to	 learn	 to	play	quite	difficult	pieces	readily	and	well	when	correct	fingering	is	used.64		He	 follows	Bach’s	 suggestions,	 opting	 for	more	 than	 one	 fingering	 for	 a	 scale	 and	allowing	the	turn	of	a	longer	finger	over	a	shorter	one,	in	particular	the	turn	of	the	third	over	the	fourth.65		It	 is	 with	 the	 treatises	 of	 Louis	 Adam	 and	Muzio	 Clementi	 that	 the	 thumb	finally	becomes	the	key	finger	for	playing	the	scales	well.	The	fingering	derived	from	this	approach	developed	into	what	is	nowadays	the	usual	scale	fingerings.66	Most	of	the	 fingers	 suggested	 by	 Clementi	 and	 Adam	 are	 the	 same	 or	 very	 similar	 to	 our	modern	fingering,	and	the	practice	of	turning	a	different	finger	than	the	thumb	was	by	then	completely	abandoned	in	scale	practice.		
																																																																																																																																																																					much	later.”	(Czerny,	Recollections	from	my	life,	307).	Also	at	the	beginning	of	the	twentieth	century	Bach’s	work	was	highly	esteemed.	Oscar	Bie	refers	to	the	Versuch	as	“the	sufficient	apology	 for	 the	 technique	 of	 the	 thumb,	 which	 has	 become	 the	 ground-work	 of	 our	fingering.”	 (Bie,	A	History	of	 the	Pianoforte	and	 the	Pianoforte	players,	 New	York,	 Da	 Capo	Press:	1966,	139)	64	Türk,	School	of	Clavier	Playing,	129.	65	For	 a	 complete	 list	 of	 fingering	 in	 Türk,	 refer	 to	 Appendix	 1	 and	 his	 School	 of	 Clavier	
Playing,	145	ff.	66	Clementi	in	his	tutorial	explains	the	finger	numbers	for	the	scales	referring	to	the	position	of	the	thumb	for	each	scale.	For	a	complete	list	of	his	fingering	see	Appendix	1	and	Clementi,	
Introduction,	15–17.		
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In	 the	 following	example,	Clementi	uses	+	 instead	of	1,	 for	 the	 thumb.	This	was	the	common	practice	of	music	published	in	England	at	that	time.	
Figure	2	Clementi,	Introduction,	p.15	
	In	addition	to	learning	the	art	of	good	fingering,	nineteenth	century	teachers	had	to	develop	in	their	students	a	more	advanced	finger	technique,	which	was	not	the	 main	 concern	 of	 early	 keyboard	 treatises.	 Thus,	 starting	 with	 Adam	 and	Lachnith’s	 treatise,	 tutors	 became	 filled	 with	 finger-exercises	 in	 all	 possible	combinations,	according	to	the	necessity	and	creativity	of	the	author.		
GOOD	FINGER-TRAINING	RELATED	TO	EXPRESSION	The	 importance	 given	 to	 good	 fingering	 and	 good	 training	 of	 the	 fingers	 is	not	 an	 end	 in	 itself.	 Those	 two	 tools	 are	 needed	 by	 the	 pianist	 to	 perform	 and	express	 the	 music	 in	 the	 right	 way,	 as	 Clementi	 and	 Hummel	 emphasize	 when	explaining	the	importance	of	good	fingering.	Clementi	writes:	To	 produce	 the	 BEST	 EFFECT,	 by	 the	 EASIEST	MEANS,	 is	 the	 great	basis	 of	 the	 art	 of	 fingering.	 The	 EFFECT,	 being	 of	 the	 highest	importance,	 is	 first	 consulted,	 the	 WAY,	 to	 accomplish	 it	 is	 then	devised,	and	THAT	MODE	of	fingering	is	PREFERRED	which	gives	the	BEST	EFFECT,’tho	not	always	the	easiest	to	the	performer.67																																																										67	Clementi,	Introduction,	Preface,	14.	
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To	 achieve	 a	 good	 performance,	 first	 of	 all	 it	 is	 necessary	 to	 master	completely	 our	 own	 fingers;	 this	 means	 that	 they	 [the	 fingers]	 must	 be	capable	of	making	all	the	different	gradations	of	sound.68		Bach	writes:		Keyboardists	 whose	 chief	 asset	 is	 mere	 technique	 are	 clearly	 at	 a	disadvantage.	A	performer	may	have	the	most	agile	fingers,	be	competent	at	single	 and	 double	 trills,	master	 the	 art	 of	 fingering,	 read	 skillfully	 at	 sight	regardless	of	the	key,	and	transpose	extemporaneously	without	the	slightest	difficulty;	 play	 tenths,	 even	 twelfths,	 or	 runs,	 cross	 the	 hands	 in	 every	conceivable	 manner,	 and	 excel	 in	 other	 related	 matters;	 and	 yet	 may	 be	something	less	than	a	clear,	pleasing,	or	stirring	keyboardist.69		Among	 the	mentioned	 treatises,	Türk	 is	 the	one	 that	mostly	deals	with	expressive	problems;	in	fact,	he	was	considered	by	later	musicians	“the	spiritual	forerunner	of	the	trend	of	artistic	piano	teaching”.70	As	he	states,	his	main	goal	is	the	“good	execution”	that	at	the	same	time	is	“the	most	difficult	task	of	making	music.”71		[…]	 execution	must	 be	 of	 the	 utmost	 importance	 for	 the	musician.	For	 even	with	all	 his	 facility	 in	 reading	notes	 and	 in	playing,	he	will	 never	attain	his	main	purpose,	which	is	to	move	the	heart	of	his	 listener,	without	good	execution.72		On	 the	 contrary,	 some	 of	 the	 other	 tutorials	 from	 the	 nineteenth	 century	might	 appear	 at	 first	 only	 filled	with	 finger-exercises,	 scales,	 arpeggios	 and	 so	on.	Nevertheless,	 most	 of	 the	 authors	 state	 that	 it	 is	 their	 truly	 belief	 that	 all	 the																																																									68	Translation	by	the	author	from	the	French	Edition	(Hummel,	Méthode,	439).	Original	text:	«	Pour	obtenir	une	belle	exécution,	 il	est	nécessaire,	avant	 tout,	d’être	entièrement	maître	de	ses	doigts	;	c’est-à-dire	qu’ils	doivent	être	susceptibles	de	rendre	toutes	les	gradations	du	son.	»	69	Bach,	Essay,	147.	70Maria	Levinskaya,	The	Levinskaya	System	of	Pianoforte	Technique	and	Tone-Color	through	
Mental	and	Muscular	Control,	30.	As	reported	in	Gerig,	Famous	Pianists	and	their	Technique,	122.	71	Türk,	Clavier	School,	321.	72	Türk,	Clavier	School,	322.	
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technique	addressed	in	their	books	must	be	functional	to	the	music,	and	not	just	for	the	sake	of	agility.	For	 instance,	Hummel	at	 the	beginning	of	his	book	affirms	 that	the	purpose	of	his	work	is	not	to	train	pianists	who	want	to	learn	the	instrument	in	a	superficial	way,	but	for	those	who	through	diligent	practice	want	to	acquire	a	solid	talent.73	And	in	the	third	part	of	his	treatise,	as	quoted	above,	he	states	that	in	order	to	 obtain	 a	 beautiful	 execution	 it	 is	 necessary	 to	 completely	 master	 the	 fingers,	meaning	 that	 a	 pianist	 needs	 to	 be	 able	 to	 play	 all	 the	different	 sound	 gradations	through	his	fingers.74	Czerny	follows	the	same	idea.	 In	the	first	 two	books	of	his	treatise	 it	seems	that	his	concern	is	mainly	to	achieve	mechanical	perfection,	as	he	explains	the	basic	aspects	of	piano	playing	and	fingering	through	the	practice	of	the	scales	and	scale-based	 exercises.	 But	 in	 the	 third	 volume,	 he	 underlines	 the	 relation	 between	 the	means	necessary	to	achieve	a	good	performance	and	the	expression	of	the	work:		§1.	 In	 the	 two	 first	 parts	 we	 have	 explained	 to	 the	 Pupil	 all	 the	 means	necessary	to	form	and	cultivate	the	mechanical	volubility	of	his	fingers,	and	to	acquire	the	following	properties,	so	indispensable	to	a	pianist.	a. Purity	and	precision	in	his	playing.	b. Correctness	in	keeping	time,	and	in	giving	to	each	note	the	exact	relative	duration.	c. Quickness	and	correctness	in	reading	the	notes.	d. A	Firmness	 in	 striking	 the	keys,	 and	 the	power	of	producing	a	 fine	 full	tone.	e. Correct	fingering.	f. Great	 lightness	 and	 volubility	 of	 finger	 in	 both	 hands,	 even	 in	 the	performance	of	difficult	passages.	g. An	exact	observance	of	 the	customary	marks	 indicating	 the	expression,	so	far	as	they	refer	to	the	mechanical	difference	which	must	be	observed	between	Forte	and	Piano,	as	well	as	between	Legato	and	Staccato.	§2.	But	all	these	properties	are	to	be	considered	only	as	means	towards	the																																																									73	Hummel,	Méthode,	iii.	74	Hummel,	Méthode,	439.	
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real	 end	 of	 the	 art,	 which	 consists	 in	 infusing	 spirit	 and	 soul	 into	 the	performance,	and	by	so	doing	operating	on	the	feeling	and	understanding	of	the	hearer.	[…]	§4.	 Although	 Execution	 and	 expression	 belong	 mainly	 to	 the	 intellectual	powers	 of	 the	 player,	 they	 depend	 so	 much	 on	 mechanical,	 or	 material	means,	 that	 even	 in	 great	 masters	 and	 with	 highly	 gifted	 players,	 both	qualities	 flow	 into	 one	 another,	 and	 hence	 one	 seems,	 as	 it	were,	 only	 the	natural	consequence	of	other.75		This	 fact	 places	 his	 work	 in	 close	 relation	with	 early	 keyboardists,	 such	 as	 C.P.E.	Bach	and	Türk,	since	one	of	their	main	aims	was	to	achieve	expression	in	music,	and	they	did	not	focus	their	methods	on	hundreds	of	different	finger-exercises.		Notwithstanding	their	ties	to	past	treatises,	Czerny,	as	well	as	Hummel,	were	highly	influenced	by	the	new,	more	mechanical	approach	of	tutorials	that	developed	at	the	beginning	of	the	century,	which	were	filled	with	technical	exercises.		Adam	 and	 Lachnith’s	 and	 Pleyel	 and	 Dussek’s	 manuals	 present	 in	 their	methods	numerous	exercises	to	achieve	perfection	in	fingering	and	finger	dexterity,	without	discussing	in	detail	the	connection	of	those	skills	with	musical	expression.76	Adam,	in	order	to	coach	the	hand	to	play	any	technical	challenge,	was	the	first	one	to	base	 his	 tutorial	 on	 a	 large	 set	 of	 exercises	 starting	 from	 five-finger-technique	exercises	 to	 more	 advanced	 ones	 using	 different	 piano	 figurations	 present	 in	repertoire	 pieces	 of	 the	 time.	 Clementi	 also	 introduces	 different	 exercises	 in	 his	manual,	in	additional	to	the	set	of	music	works	to	be	used	as	exercises,	but	he	does	not	attain	the	number	of	exercises	written	by	Adam.	Hummel	and	Czerny	followed	
																																																								75	Carl	Czerny,	Piano-Forte	School,	Book	3,	1.	76	A	 detailed	 analysis	 of	 technique	 and	 expression	 in	 Czerny’s	 method	 is	 the	 subject	 of	chapters	6	to	10.	
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this	same	practice:	in	addition	to	the	scales	that	they	recommend	to	practice	daily,	they	 both	 provide	 different	 little	 studies	 or	 exercises.	 However,	 as	 the	 quotation	above	 by	 Czerny	 already	 suggested,	 technical	 elements	 of	 finger	 technique	 in	 his	opus	500	are	closely	related	to	the	problem	of	expression,	as	will	be	demonstrated	later	in	this	study.	Not	 only	 Czerny,	 but	 also	 other	 pianists	 and	 pedagogues	 shared	 the	awareness	that	finger	training	was	not	enough	to	become	a	good	pianist.	A.	E.	Müller	in	his	method	says:		Musical	 elocution	or	delivery	depends,	on	 the	one	hand,	upon	 the	 spiritual	
conception	 and	 taste	 of	 the	 performer,	 and	 on	 the	 other	 hand	 upon	 his	
mechanical	 means.	 Both	 these	 conditions	 coalesce	 in	 a	 good	 musical	execution,	so	that	they	become	scarcely	separable.77		Türk	makes	a	longer	list	of	elements	essential	to	the	good	performance:	In	my	opinion,	 the	 following	characteristics	are	particularly	 typical	of	good	execution:	 (i)	 in	 general,	 an	 already	 achieved	 facility	 in	 playing	 and	 note	reading,	security	in	rhythm,	and	knowledge	of	thoroughbass	as	well	as	of	the	composition	 to	be	performed;	but	 in	particular	 (2)	clarity	of	execution,	 (3)	expression	of	the	predominant	character,	(4)	appropriate	use	of	ornaments	and	 other	 devices	 of	 the	 same	 sort,	 and	 (5)	 genuine	 feeling	 for	 all	 the	emotions	and	passions	which	are	expressed	in	music.78			 If,	on	one	hand,	there	are	specific	technical	aspects	that	need	to	be	mastered	in	order	to	have	perfect	control	of	the	hands,	on	the	other	hand	the	musician	should	cultivate	good	taste,	genuine	feelings,	and	develop	a	good	style	to	perform	with	the	deepest	 expression.	 To	 learn	 expressive	 playing	 and	 correct	 style,	 most	 of	 those	
																																																								77	A.	E.	Müller,	Grosse	Pianoforte	School,	trans.	by	Julius	Knorr,	203.	78	Türk,	Clavier	School,	322.	
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tutorials	 suggest	 that	 students	 listen	 to	 other	 instrumentalists,	 in	 particular	 good	singers,	and	at	all	times	to	use	the	ear	as	the	supervisor	of	the	fingers’	activity.	
PROFICIENCY	IN	LISTENING	The	 readings	make	 clear	 that	 the	ear	has	a	 central	 role	 in	 the	 training	of	 a	good	musician,	because	 it	 is	 considered	 the	guarantee	of	 a	 good	performance	and	comes	 into	 play	 at	 different	 stages	 of	 the	musician’s	 training:	 listening	 to	 others,	learning	to	sing,	and	listening	to	oneself.	According	 to	 Bach	 and	 Czerny,	 the	 first	 stage,	 aimed	 at	 cultivating	 good	musical	taste	that	will	help	the	performer	to	make	the	right	expressive	choices,	is	to	train	the	ear	through	listening	to	expert	instrumentalists	and	singers.		Czerny	writes:	The	whole	approach	to	performance	will	be	greatly	aided	and	simplified	by	the	supplementary	study	of	voice	wherever	possible	and	by	listening	closely	to	good	singers.79		Bach	writes:		 As	a	mean	of	 learning	 the	essentials	of	good	performance	 it	 is	advisable	 to	listen	to	accomplished	musicians,	as	stated	in	Paragraph	8.	Above	all,	lose	no	opportunity	to	hear	artistic	singing.	In	so	doing,	the	keyboardist	will	learn	to	think	 in	 terms	 of	 song.	 Indeed,	 it	 is	 a	 good	 practice	 to	 sing	 instrumental	melodies	 in	order	 to	 reach	an	understanding	of	 their	 correct	performance.	This	way	of	 learning	 is	of	 far	greater	value	than	the	reading	of	voluminous	tomes	or	 listening	 to	 learned	discourses.	 In	 these	one	meets	such	 terms	as	Nature,	Taste,	Song,	and	Melody,	although	their	alms	and	endowments	with	a	completely	unhappy	arbitrariness.80		Hummel	gives	a	similar	advice:	
																																																								79	Czerny,	Piano-Forte	School,	Book	3,	39.	80	Bach,	Essay,	152.	
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Regarding	 good	 taste,	 and	grace,	which	 are	part	 of	 beautiful	 execution,	we	can	develop	them	listening	often	to	the	great	masters,	especially	to	the	best	singers.	 Generally,	 a	 more	 refined	 feeling	 reigns	 among	 artists	 and	composers	 who	 sang	 themselves	 than	 those	 who	 only	 had	 theoretical	training.81		To	 reinforce	 this	 statement,	 he	 adds	 a	 footnote	 mentioning	 that	 most	 of	 the	important	composers	close	to	his	time,	such	as	Hasse,	Naumann,	Gluck,	Haydn	and	Mozart,	received	vocal	training	in	their	youth.		The	 second	 stage	 of	 the	 training	 of	 the	 ear,	 as	 shown	 in	 the	 following	quotation	 by	 Bach	 and	 Czerny’s,	 requires	 the	 learning	 of	 singing	 in	 order	 to	understand	the	aim	of	a	piece,	to	correctly	play	the	dynamics,	phrasing,	articulation	and	to	shape	the	tempo	of	the	piece.	What	comprises	good	performance?	The	ability	through	singing	and	playing	to	make	the	ear	conscious	of	the	true	content	and	affect	of	the	composition.82	In	 order	 to	 arrive	 at	 an	 understanding	 of	 the	 true	 content	 and	 affect	 of	 a	piece,	and,	in	the	absence	of	indications,	to	decide	on	the	correct	manner	of	performance,	 be	 it	 slurred,	detached	or	what	not,	 and	 further,	 to	 learn	 the	precautions	 that	must	 be	 heeded	 in	 introducing	 ornaments,	 it	 is	 advisable	that	 every	 opportunity	 be	 seized	 to	 listen	 to	 soloists	 and	 ensembles;	 the	more	 so	 because	 these	 details	 of	 beauty	 often	 depend	 on	 extraneous	factors.83	§-3.	To	introduce	these	[use	of	rubato]	occasional	deviations	from	the	strict	keeping	of	the	time	in	a	tasteful	and	intelligible	manner,	is	the	great	art	of	a	good	 Player;	 and	 is	 only	 to	 be	 acquired	 by	 highly	 cultivated	 taste,	 much	attentive	 practice,	 and	 by	 listening	 to	 great	 Artists	 on	 all	 instruments,	particularly	to	distinguished	Singers.84		
																																																								81	Hummel,	Méthode,	 438.	 Author’s	 translation.	Original	 French	 text:	 «	Quant	 au	 goût,	 a	 la	grâce,	qui	 font	partie	de	 la	belle	exécution,	on	peut	 les	cultiver	par	 l’audition	fréquent	des	grands	maitres,	et	surtout	des	meilleurs	chanteurs.	En	général,	 il	règne	chez	les	artistes	et	les	 compositeurs	 qui	 ont	 chanté	 eux-mêmes,	 un	 sentiment	 plus	 délicat	 que	 chez	 ceux	qui	n’ont	eu	du	chant	que	des	notions	théoriques.	»	82	Bach,	Essay,	148.	83	Bach,	Essay,	150.	84	Czerny,	Piano	Forte	School,	Book	3,	31.	
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Lastly,	the	ear	becomes	the	guarantor	of	the	fingers,	meaning	that	at	all	times	it	has	to	evaluate	the	correlation	between	the	player’s	intentions	and	the	actual	realization	of	them	on	the	instrument.	
CONCLUSION	The	importance	of	good	training	for	the	fingers	goes	together	with	the	ability	of	the	player	to	convey	the	expressive	requirements	of	the	scores	through	them,	as	well	 as	 the	 underlying	 musical	 ideas	 or	 thoughts.	 As	 discussed	 above,	 the	 link	between	fingers	and	musical	ideas	is	the	ability	of	the	player	to	listen	to	what	he	is	doing.	This	skill	and	musical	taste	are	also	developed	through	acquaintance	with	the	performances	 of	 good	musicians.	 Those	 are	 all	 fundamental	 elements	 in	 Czerny’s	
Piano-Forte	 School,	 which	 he	 inherited	 from	 his	 masters	 and	 developed	 to	 make	them	proper	to	his	time.	The	 different	 aspects	 of	 musical	 performance,	 such	 as	 dynamics,	 touches,	phrasing,	tempo,	and	so	on,	are	rooted	in	those	two	fundamentals,	and	their	relation	is	discussed	in	the	two	following	chapters.			 	
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CHAPTER	FOUR	
EXPRESSIVE	ELEMENTS	OF	MUSIC	AS	PORTRAYED	IN	THE	DIFFERENT	
TREATISES:	DYNAMICS,	TOUCH	AND	TEMPO		 The	three	common	elements	that	Bach,	Türk	and	Czerny	quote	as	essential	to	a	good	performance	are	dynamics,	touch	and	tempo.	C.	P.	E.	Bach	lists	as	the	“subject	matter”	of	a	good	performance	“the	loudness	and	 softness,	 touch,	 the	 snap,	 legato	 and	 staccato	 execution,	 the	 vibrato,	arpeggiation,	the	holding	of	tones,	the	retard	and	accelerando.”85	After	this	list,	he	adds:	Good	 performance	 occurs	 when	 one	 hears	 all	 notes	 and	 their	embellishments	 played	 in	 correct	 time	 with	 fitting	 volume	 produced	 by	 a	touch	which	is	related	to	the	true	content	of	a	piece.	Herein	lies	the	rounded,	pure,	flowing	manner	of	playing	which	makes	for	clarity	and	expressiveness.	[…]	 In	 rapid	passages	 every	 tone	must	be	played	with	 a	 fitting	pressure	 or	the	effect	will	be	turgid	and	chaotic.	Keyboardists	 are	often	 found	whose	 ready	 fingers	 serve	 them	well	 in	 loud	runs,	 but	 desert	 them	 through	 lack	 of	 control	 in	 the	 soft	 ones,	 thereby	making	for	indistinctness.	86		In	 the	 first	part	of	 chapter	 six	of	his	method,	 “Concerning	Execution”,	Türk	describes	the	importance	of	good	accentuation	and	phrasing	in	order	to	achieve	the	right	 performance.	 This	 is	 because,	 as	 a	 typical	 eighteenth	 century	 composer,	 he	relates	expression	to	the	doctrine	of	the	affects	(Affektenlehre)	and	considers	music	as	a	language	that	partially	follows	the	rules	of	rhetoric	to	provide	expression.87	In	
																																																								85	C.P.E.	Bach,	Essay,	148.	86	Ibid.		87	Affektenlehre	describes	the	aesthetical	ideas	at	the	foundation	of	Baroque’s	music	and	art,	which	explains	how	through	appropriate	musical	and	artistic	means	 it	 is	possible	 to	arise	
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addition,	 since	 he	 was	 a	 skillful	 keyboardist	 and	 an	 attentive	 teacher,	 Türk	 lists	three	 important	 practical	 aspects	 related	 to	 music	 expression:	 “(1)	 the	 suitable	degree	of	loudness	and	softness	of	tone,	(2)	the	detaching,	sustaining,	and	slurring	of	tones,	and	(3)	the	correct	tempo.”88	Czerny	 summarizes	 the	 important	 elements	 to	 achieve	 good	 expression	 in	three	main	categories:	Dynamics,	Touch	and	articulation,	and	Tempo:	§6.	 All	 the	 indications	 of	 expression	 of	 which	 the	 composer	 can	 possibly	avail	 himself,	 relate	 to	 the	 three	 following	branches	 of	 correct	 and	 refined	execution.	a.	 To	 the	 Forte,	 Piano,	 cresc.,	 dimin.,	 &c;	 and	 therefore	 to	 the	 different	degrees	of	strength	or	softness	with	which	he	is	to	strike	each	key.	b.	 To	 the	 Legato,	 Staccato	 &c;	 and	 therefore	 to	 the	 different	 degrees,	according	 to	 which	 each	 note	 is	 to	 be	 held	 down,	 connected	 with,	 or	detached	from	the	others.	c.	 To	 the	 Ritardando,	 accelerando,	 calando;	 &c;	 and	 therefore	 to	 the	occasional	variations	in	the	prescribed	degree	of	movement,	which	must	be	here	and	there	introduced.89		
DYNAMICS	Between	the	publication	of	Bach’s	Essay	and	Czerny’s	Piano-Forte	School,	the	dynamic	possibilities	of	the	keyboard	increased	thanks	to	the	improvements	made	to	the	instruments.	When	Bach	was	writing,	the	instrument	with	the	widest	range	of	dynamics	 was	 the	 clavichord,	 but	 this	 was	 a	 very	 limited	 instrument	 due	 to	 its	overall	 soft	 sonority.	 During	 the	 Classical	 era,	 when	 Türk	 wrote	 his	 treatise,	 in	addition	to	the	old	keyboard	instruments,	the	fortepiano	was	largely	used,	allowing																																																																																																																																																																						and	control	in	the	listener	specific	feelings	and	passions.	For	a	more	detailed	explanation	of	the	Doctrine	of	Affections	 [Affektenlehre]	 in	music,	 refer	 to	 Judith	Nagley,	 and	Bojan	Bujić.	"affections,	 doctrine	 of."	 	 In	The	Oxford	Companion	 to	Music.	 Oxford	Music	 Online.	 Oxford	University	Press,	accessed	December	20,	2016,	 	http://www.oxfordmusiconline.com.ezproxy.bu.edu/subscriber/article/opr/t114/e94.	88	Türk,	School	of	Clavier	Playing,	338.	89	Czerny,	Piano	Forte	School,	Book	3,	1–2.	
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for	 a	wider	 dynamic	 range.	 Nevertheless,	 it	 is	 only	 during	 Beethoven’s	 time	 that,	because	of	repertoire	requirements,	a	larger	palette	of	dynamics	became	necessary	and	 piano	 manufacturers	 worked	 to	 improve	 the	 dynamic	 spectrum	 of	 the	instrument.90	It	 is	 interesting	 to	 point	 out,	 though,	 that	 despite	 these	 differences	 the	dynamic	array	covered	in	each	of	the	studied	tutorials	spans	from	pp	to	ff.		Bach	uses	mostly	 “terraced”	 dynamics	 and	 lists	 dynamics	 from	 pp	 to	 ff	 in	 his	 Essay.	Nevertheless,	 already	 in	 the	Probenstücke	attached	 to	 the	manual,	 crescendos	 and	
decrescendos	are	used,	and	he	also	introduces	a	ppp	sign,	as	seen	in	Ex.	3,	which	was	uncommon	for	the	time.	
Figure	3	Sonata	V,	Wq	63,	Mov.2,	end						 		Interestingly,	 improvements	 in	 dynamics	 were	 mostly	 directed	 towards	obtaining	a	softer	than	a	louder	sound.	For	instance,	Sandra	Rosenblum	notices	that	for	 a	 total	 of	 9297	dynamic	 signs	 present	 in	Beethoven’s	work,	 24%	are	 absolute																																																									90	Many	composers	had	a	 close	 relation	with	piano	manufacturers,	 as	 the	 correspondence	between	Mozart	and	the	Stein	and	Beethoven	and	Nanette	Streicher	shows.	C.P.E.	Bach	as	well	 was	 in	 close	 contact	 with	 Silbermann	 and	 he	 commented	 on	 his	 pianos	 and	 gave	suggestions	 for	 their	 improvement.	 Therefore,	 the	 experimentation	 on	 pianos	 at	 the	beginning	of	the	nineteenth	century	was	a	mutual	exchange	between	piano	manufacturer’s	interests	 in	developing	a	better	 instrument,	and	the	possibility	 for	composers	 to	write	 for	these	 developed	 instruments,	 and	 composers’	 specific	 comments	 and	 requests	 to	manufacturers,	as	well	as	requirements	coming	from	the	pieces	they	were	writing.		
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soft	dynamics,	15%	are	absolute	loud	dynamics.91	A	ppp	 is	present	in	C.	P.E.	Bach’s	music,	whereas	fff	did	not	appear	until	some	year	later	in	Beethoven’s	piano	scores.	The	meaning	of	p,	pp,	f,	ff	was	essentially	 the	same	 for	all	of	 the	composers	writing	 keyboard	 treatises.	 However,	 not	 all	 of	 them	 gave	 the	 same	 meaning	 to	Italian	terms	used	between	the	soft	and	loud	signs,	such	as	mezza	voce,	mp,	mf,	and	
sotto	voce.	Mezza	voce	is	not	mentioned	in	Bach,	Clementi	and	Hummel,	while	Türk	and	Czerny	agree	that	the	term	stands	for	a	volume	in	between	loud	and	soft.	Bach	and	Türk	define	mf	as	 “half	 loud”,	Clementi	and	Hummel	define	 it	as	“rather	 loud”	and	Czerny	as	 “moderately	 loud”.	Mezzo	piano	 (mp)	 is	not	mentioned	 in	Hummel,	nor	 in	 Czerny.	 However,	 it	 is	 used	 in	 Czerny’s	 translation	 of	 Müller’s	 treatise.	Clementi	 also	 lists	 it	 in	 his	 Introduction.	 These	 differences	 might	 relate	 to	 the	instruments	each	composer	had	available.	English	pianos	were	able	to	play	a	wider	dynamic	 range,	 whereas	 German	 and	 Viennese	 Instruments	were	 still	 closer	 to	 a	fortepiano	 in	 their	 dynamic	 range,	 making	 it	 hard	 for	 the	 player	 to	 really	differentiate	between	a	p	and	mp.	Clementi’s	discussion	of	dynamics	in	his	manual	is	limited	to	a	translation	of	the	 different	 Italian	 terms	 used	 in	 the	 scores.	 He	 does	 not	 give	 guidelines	 for	training	the	 fingers	to	play	 in	accordance	with	the	dynamic	signs,	and	he	does	not	describe	 the	 relation	 between	 dynamics,	 expression	 and	 style	 of	 a	 composition.	Interestingly,	 he	 retains	 the	 dynamics	 provided	by	 the	 different	 composers	 of	 the	pieces	 for	 the	 Lessons	 attached	 to	 his	 tutorial.	 The	 result	 is	 no	 dynamic	 signs	 for																																																									91	Rosenblum,	Performance	Practice	in	Classic	Piano	Music,	58.	
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Corelli,	 Handel,	 Rameau,	 Couperin	 and	 Scarlatti;	 few	 signs	 for	Haydn	 and	Mozart;	many	 dynamic	 signs	 for	 Pleyel	 and	 Dussek.	 This	 shows	 the	 increasing	 use	 of	dynamics	with	the	passing	of	the	years.	Of	 far	 more	 interest	 is	 Türk’s	 discussion	 on	 the	 topic.	 He	 sketches	 his	approach	to	dynamics	by	first	providing	the	meaning	of	the	different	terms,	with	the	recommendation	 that	 students	 should	 learn	 the	 meaning	 of	 the	 terms	 from	 the	beginning	 of	 their	 studies,	 and	understand	how	 to	 apply	 them	when	 found	 in	 the	scores.	 Second,	 he	 moves	 forward	 explaining	 how	 the	 application	 of	 dynamics	 is	related	to	the	character	and	the	expression	of	different	pieces:	[…]	 compositions	 of	 a	 spirited,	 happy,	 lively,	 sublime,	 magnificent,	 proud,	daring,	 courageous,	 serious,	 fiery,	wild,	 and	 furious	 character	 all	 require	 a	certain	degree	of	loudness.	This	degree	must	even	be	increased	or	decreased	according	 to	 whether	 the	 feeling	 or	 passion	 is	 represented	 in	 a	 more	vehement	or	more	moderate	manner.	[…but…]	A	forte	in	an	Allegro	furioso	must	 therefore	 be	 a	 great	 deal	 louder	 than	 in	 an	 Allegro	 in	 which	 only	 a	moderate	degree	of	joy	prevails,	etc.	Compositions	of	a	gentle,	 innocent,	naive,	pleading,	 tender,	moving,	sad,	melancholy	 and	 the	 like,	 character	 all	 require	 a	 softer	 execution.	 The	degree	 of	 loudness,	 however,	 must	 exactly	 correspond	 to	 each	 of	 the	sentiments	being	expressed	and	as	a	result	 is	different	in	most	of	the	cases	just	mentioned.	92		Türk	also	notices	that	when	a	composer	writes	“sempre	forte”	or	“sempre	piano”:		the	sempre	should	not	be	taken	too	literally,	for	the	composer	is	only	saying	that	the	execution	should	be	generally	loud	or	soft.	Certain	musical	thoughts,	in	spite	of	this,	must	be	suitably	modified	according	to	the	affect.93		He	continues,	showing	some	relations	between	dynamics,	structure	and	harmonies	in	a	piece:	musical	 thoughts	repeated	twice	are	generally	played	softer	 the	second	
																																																								92	Türk,	Clavier	School,	338–339.	93	Türk,	Clavier	School,	339.	
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time,	 dissonances	 should	be	played	 louder	 than	 consonances,	 “for	 the	 reason	 that	the	 passions	 should	 be	 especially	 aroused	 by	 dissonances”.94	Also	 modulations,	especially	if	sudden	and	to	distant	keys,	should	be	played	louder.	Lastly,	he	speaks	about	 dynamic	 choices	 in	 deceptive	 cadences,	 which	 require	 “a	 greater	 or	 lesser	degree	of	loudness	according	to	whether	it	is	more	or	less	unexpected,	and	whether	it	leads	to	a	more	distant	or	more	closely	related	key”.95	Many	of	Türk’s	suggestions	became	 common	 practice	 in	 the	 Classical	 era,	 and	 Czerny	 aligns	 with	 those	guidelines,	too.	One	 important	remark	related	to	the	connection	between	musical	structure	and	dynamics	is	found	in	a	later	manual,	Hummel’s	Méthode	Complète	Théorique	et	
Pratique	pour	le	Piano-Forte.	 	It	concerns	the	use	of	crescendo	and	diminuendo	with	ascending	 and	 descending	 musical	 lines	 respectively:	 “Ascending	 passages	 are	usually	 played	 gradually	 crescendo,	 descending	 passages,	 diminuendo.”96	Czerny	gives	 the	 same	 principle	 when	 explaining	 the	 general	 rules	 of	 crescendo	 and	
diminuendo.97	As	well,	Hummel	mentions	 the	 importance	 of	 having	 the	 fingers	 trained	 to	obey	the	player	in	any	circumstance,	no	matter	if	he	is	expected	to	play	very	lightly	
																																																								94	Ibid.	95	Türk,	Clavier	School,	340–341.	96 	Hummel,	 Méthode,	 440.	 Author’s	 translation,	 original	 text:	 “Les	 traits	 ascendans	s’exécutent,	 en	général,	 peu-a-peu	crescendo,	 et	 les	 traits	descendans	diminuendo”.	This	 is	not	 an	 absolute	 rule,	 just	 a	 general	 guideline	 to	 follow.	Right	 after	Hummel	 specifies	 that	there	are	cases	that	require	the	opposite	and	that	sometime	the	composer	might	ask	to	keep	the	same	volume	at	all	times.	97	Czerny,	Piano	Forte	School,	Book	3,	15.	
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or	 loud.98	But	 this	observation	made	 in	 the	 third	part	of	his	method	 is	not	 further	discussed,	and	he	does	not	provide	practical	examples	of	how	to	train	the	fingers	to	play	all	the	different	dynamics.	The	French	treatises,	are	more	practical	in	their	approach	of	the	topic.	Ignaz	Pleyel’s	manual,	even	 if	 it	 takes	dynamic	signs	 for	granted	and	does	not	provide	a	list,	does	mention	the	importance	of	using	dynamics	in	the	practice	of	the	exercises	and	of	the	scales,	as	quoted	below:	It	is	necessary	to	practice	[the	exercises]	as	long	and	as	fast	as	possible,	at	 first	very	 lightly	and	very	softly,	and	to	reach	through	the	crescendo	the	fortissimo	 that	 we	will	 sustain	 for	 some	 notes,	 and	 to	 return	 through	 the	diminuendo,	to	the	Pianissimo	we	had	started	with.	The	more	the	gradation	develops	 slowly,	 the	 greater	 the	 performer	 demonstrates	 his	 intelligence	and	ability.	This	way	of	practicing	Pianissimo,	Crescendo,	Fortissimo	and	Diminuendo	should	 be	 applied	 when	 working	 on	 each	 scale	 that	 is	 fingered	 for	 both	hands	 in	 the	 rest	 of	 this	 work,	 and	 we	 have	 to	 practice	 them	 every	 day	ascending	 and	 descending	 continuously,	 since	 the	 range	 of	 the	 instrument	allows	for	playing	hands	together	in	every	key.99		Adam	and	Lachnith’s	treatise,	translated	by	Czerny,	does	not	mention	dynamics,	but	 most	 likely	 Czerny	 was	 also	 acquainted	 with	 another	 manual	 by	 Adam,	 the	
																																																								98	“Que	la	main	tout-à-fait	lâche,	exécute	le	toucher	le	plus	léger,	ou	que,	les	muscles	tendus,	elle	 joue	 avec	 la	 plus	 grande	 force,	 les	 doigts	 doivent	 également	 obéir	 à	 l’exécutant.”	Hummel,	439.	99	Pleyel,	Méthode	pour	le	Piano	Forte	par	Pleyel	et	Dussek,	16.	Author’s	translation,	original	text	:	«		Il	faut	s’exercer	à	les	faire	[the	exercises]	le	plus	longtemps	et	le	plus	vite	possible,	d’abord	 très	 légèrement	 et	 avec	 beaucoup	 de	 douceur,	 et	 arriver	 par	 le	 crescendo	 au	fortissimo	 que	 l’on	 soutiendra	 quelques	 momens	 pour	 revenir	 par	 le	 Diminuendo,	 au	Pianissimo,	tel	que	l’on	avoit	commence,	plus	la	gradation	est	longue	à	se	développer	et	plu	l’exécutant	manifeste	par-là	d’intelligence	et	d'habileté.	Cette	Méthode	d’exercer	le	Pianissimo,	le	Crescendo,	le	Fortissimo	et	le	Diminuendo	doit	être	appliquée	à	l’étude	des	gammes	dont	on	trouve	le	doigter	pour	les	deux	mains	dans	la	suitte	de	cet	ouvrage,	et	l’on	doit	toujours	en	faire	autant	de	suitte	en	montant	et	descendant	sans	s’arrêter	que	l’étendue	de	l’instrument	le	permet	dans	chaque	ton	en	y	employant	les	deux	mains	ensemble.	»	
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Méthode	 de	 piano	 de	 Conservatoire,	 published	 in	 1805	 and	 written	 for	 the	 Paris	Conservatoire.	There,	Adam	explains	the	different	dynamics	and	gives	a	list	of	pieces	with	 specific	 dynamic	 signs.	 He	 also	 gives	 a	 suggestion	 very	 similar	 to	 Pleyel’s	concerning	the	practice	of	dynamics.	Therefore,	 Czerny	might	 have	 been	 influenced	 by	 Pleyel	 on	 the	 decision	 of	providing	 the	 reader-pianist,	 in	 the	 third	 book	 of	 Opus	 500,	 not	 only	 with	 a	description	 of	 the	 different	 elements	 that	 make	 the	 expression	 possible	 from	 a	technical	 standpoint,	but	also	with	exercises	 to	 improve	practical	 control	over	 the	fingers	in	any	dynamic	range.	Adam	writes:	It	will	be	necessary	to	practice	these	scales	at	first	slowly,	then	speeding	up	gradually	until	 it	 is	possible	for	the	fingers,	 in	order	to	perform	without	shaking	hands,	 and	without	hearing	any	 separation	of	 sounds	or	 change	of	finger.	We	will	 practice	 these	 scales	 using	 dynamic	 nuances,	 starting	with	forte	 and	 gradually	 decreasing	 to	 end	 pianissimo;	 likewise	 starting	 piano	and	 increasing	 the	sound	 to	 fortissimo,	 in	order	 to	accustom	the	 fingers	 to	press	the	keys	more	or	less	forte.100		Czerny	 takes	 into	 account	 the	 suggestions	 of	 the	 French	 tutors,	 and	 in	 the	 third	volume	of	his	treatise	he	recommends	practicing	the	scales	at	all	different	degrees	of	dynamics	 and	using	 crescendo	 and	diminuendo	 as	well.	 Czerny’s	 approach	 reflects	
																																																								100	Louis	Adam,	Méthode	de	piano	de	Conservatoire,	20.	Author’s	translation,	original	French	text:	«	Il	faudra	étudier	ces	gammes,	d’abord	dans	un	mouvement	lent,	qu’on	pressera	peu	à	peu,	autant	que	l’agilité	des	doigts	le	permettra,	jusqu’a	ce	qu’on	parvienne	à	les	faire	sans	secousses	 de	 mains,	 et	 sans	 qu’on	 entende	 la	 séparation	 des	 sons	 ni	 le	 changement	 des	doigts.		On	 exercera	 ces	 gammes	 avec	 des	 nuances,	 en	 commençant	 par	 le	 fort	 et	 diminuant	insensiblement	 pour	 finir	 pianissimo	 ;	 de	 même	 en	 commençant	 doux	 et	 renforçant	jusqu’au	 fortissimo,	 afin	 d’accoutumer	 les	 doigts	 a	 la	 pression	 plus	 ou	 moins	 forte	 des	touches.	»	
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both	 the	 expressive	 aspects	underlined	by	Türk,	 as	well	 as	 the	practical	 aspect	 of	how	 to	 achieve	 a	 perfect	 control	 of	 fingers	 from	 the	 dynamic	 standpoint.	 Similar	suggestions	are	not	found	in	Clementi’s	tutorial,	nor	in	Hummel’s.		
ARTICULATION	AND	TOUCH	Besides	dynamics,	 articulation	 is	 the	 second	element	 crucial	 for	 a	beautiful	execution	 mentioned	 by	 Czerny	 that	 can	 be	 traced	 back	 to	 previous	 treatises.	 It	relies	mostly	on	the	ability	of	the	performer	to	play	with	different	touches	according	to	the	meaning	the	music	is	felt	to	provide.		C.P.E.	 Bach	 explains	 that	 the	 main	 touches	 used	 in	 keyboard	 playing	 are	
Legato,	 Staccato,	 Portato	 and	 Semidetached.	 In	 addition,	 he	 mentions	 the	 Vibrato	touch,	possible	on	the	clavichord	but	not	available	on	the	piano,	given	the	structure	of	the	instrument.		However,	 although	 different	 touches	 were	 common	 practice	 at	 the	 time,	during	the	Baroque	and	the	early	Classical	era,	composers	were	not	accustomed	to	write	 signs	 of	 articulation.	 	 They	 were	 expecting	 the	 performer	 to	 know	when	 a	specific	 touch	was	 used	 according	 to	 other	musical	 parameters.	 Different	 touches	were	applied	by	looking,	for	instance,	at	the	tempo	of	the	piece:	slow	pieces	such	as	
Adagios	 usually	 used	 a	 legato	 touch,	 whereas	 faster	 works	 as	 Allegros	 used	 a	detached	articulation.	The	rhythmic	organization	of	motives	was	another	aspect	to	consider:	 groups	 of	 shorter	 notes	were	 usually	 slurred;	 longer	 notes	were	 played	detached.	 Skips	 were	 most	 of	 the	 time	 detached,	 while	 stepwise	 passages	 were	played	legato.	Other	important	factors	that	might	influence	the	articulation	were	the	
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harmonic	 significance	 of	 notes	 and	 chords	 (syncopation	 was	 usually	 accented,	suspensions	 and	 their	 resolutions	 were	 slurred)	 and	 the	 formal	 structure	 of	 the	piece	 (repeated	 motives	 were	 played	 with	 the	 same	 articulation,	 whereas	contrasting	motives	were	played	with	different	articulation).101		Türk,	in	addition	to	the	description	of	touches	used	in	music,	underlines	the	more	 general	 difference	 between	 a	 heavy	 and	 a	 light	execution,	 relating	 it	 to	 the	different	articulations	each	requires.	Heavy	 is	used	most	of	the	time	for	pieces	that	require	 a	more	 emphatic	 execution,	 and	 the	 notes	must	 be	 held	 down	 until	 their	very	end.	Light	occurs	when	“every	tone	is	played	with	less	firmness,	and	the	finger	lifted	 from	 the	 key	 somewhat	 sooner	 than	 the	 actual	 prescribed	 duration.”102	According	 to	him,	 those	 are	 the	parameters	necessary	 to	understand	which	 touch	fits	better	the	execution:	…	the	heavy	or	light	may	be	determined	(1)	from	the	character	and	the	purpose	of	a	composition;	(2)	 from	the	designated	tempo;	(3)	 from	the	meter;	(4)	from	the	note	values	used;	and	(5)	from	the	manner	in	which	the	notes	progress,	etc.	Besides,	national	taste,	the	style	of	the	composer	and	the	instrument	 for	 which	 the	 composition	 is	 written	 must	 be	 taken	 into	consideration.103		Later	 composers	 became	 more	 and	 more	 specific	 in	 their	 notation	 of	articulation,	 and	 they	 often	 retained	 the	 connection	 between	 tempo,	 meter,	 note	progressions	 and	 style	 as	 described	 above.104	Nevertheless,	 the	 biggest	 difference	
																																																								101	For	 a	 detailed	 list	 of	 touches	 and	 their	 use	 in	 keyboard	music	 up	 to	 1790	 see	 Sandra	Rosenblum,	Performance	Practice	in	Classical	Era,	Chart	II,	145	ff.	102	Türk,	Clavier	School,	347.	103	Ibid.	104	Hummel	 refers	 to	 the	 connection	 between	 touch	 and	 tempo	 in	 the	 third	 part	 of	 his	manual:	 “L’Adagio	 demande	 de	 l’expression,	 du	 chant,	 de	 la	 sensibilité	 et	 du	 calme	 ;	 son	
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that	 sets	 apart	 keyboard	 treatises	 from	 piano	 treatises	 is	 the	 interpretation	 of	“natural”	or	“common”	touch.		Up	to	Türk’s	time,	the	common	articulation	was	usually	the	non-legato	touch,	meaning	 neither	 staccato	 nor	 legato,	 as	 both	 he	 and	 C.P.E.	 Bach	 explain	 in	 their	manuals.	However,	the	two	define	it	differently,	with	Türk	already	leaning	towards	a	more	 legato	sound.	Bach	 states	 that	 generally	 the	notes,	when	playing	non	legato,	must	be	held	for	half	of	their	notated	value,	whereas	Türk	maintains	that	they	must	be	held	 for	 three-quarters	of	 their	values.	As	Sandra	Rosenblum	observes,	moving	forward	 in	 the	Classical	style,	 “the	newly	refined	elements	 important	 to	successful	performance	[…]	were	a	gradual	increase	in	the	use	of	legato,	a	growing	subtlety	in	the	 use	 of	 slurs,	 and	 a	 developing	 distinction	 between	 the	 dot	 and	 the	 stroke	 or	wedge.”105	Towards	the	end	of	the	eighteenth-century	a	change	in	what	was	considered	“common	touch”	on	keyboard	instruments	took	place;	the	non-legato	was	no	longer	considered	 the	 most	 natural	 approach	 to	 the	 keyboard,	 while	 legato	became	 the	most	used	and	expected	touch.	The	first	keyboard	treatise	that	mentions	 legato	as	the	 main	 natural	 touch	 is	 Nicolo	 Pasquali’s	 treatise,	 The	 Art	 of	 Fingering	 the																																																																																																																																																																						exécution	est	en	quelque	sorte	en	opposition	avec	celle	de	l’Allegro:	car	les	sons	doivent	être	tenus,	plus	lies,	et	rendus	chantans	par	un	toucher	particulier.	Les	agrémens	qu’on	introduit	dans	 l’Adagio,	 s’exécutent	 avec	 bien	 plus	 de	 délicatesse	 que	 dans	 l’Allegro	:	 ils	 doivent	produire	 sur	 l’auditeur	 une	 sensation	 agréable	 plutôt	 que	 surprenante	;	 il	 faut	 aussi	 les	exécuter	moins	vite,	mais	d’une	manière	plus	tendre	et	plus	caressante.	Les	notes	hautes	de	la	dernière	octave	doivent	surtout	être	 traitées	avec	beaucoup	de	précaution,	pour	ne	pas	laisser	entendre	le	bois	plus	que	le	son.	L’exécution	de	l’Adagio	demande	un	style	plus	lié,	et	un	 tact	 subtil	dans	 les	doigts	qui	permette	de	donner	à	chaque	note	une	pression	plus	ou	moins	forte.”	(Méthode,	439).	105	Rosenblum,	Performance	Practice,	147–148.	
		58	
Harpsichord,	 published	 in	 1760.	 Unexpectedly	 for	 his	 time,	 Pasquali	 states:	 “The	
Legato	is	the	Touch	that	this	Treatise	endeavors	to	teach,	being	a	general	Touch	fit	for	almost	all	Kinds	of	Passages,	and	by	which	the	Vibrations	of	the	Strings	are	made	perfect	in	every	Note.”106			 But	this	is	the	only	record	of	the	time	advocating	for	a	legato	against	a	non-
legato	touch.	A	few	decades	after	Pasquali’s	manual,	legato	is	mentioned	as	common	touch	 in	 the	 first	piano	 treatise	ever	written:	 Johan	Peter	Milchmeyer’s	Die	Wahre	
Art	das	Pianoforte	zu	Spielen	 (1797).	 Although	 the	 result	 is	 the	 same,	Milchmeyer	differentiates	between	the	“usual,	or	natural	touch”	and	the	legato.	In	both	cases	the	key	 must	 be	 pressed	 until	 the	 next	 note	 comes,	 thus	 connecting	 the	 notes.	 The	difference	is	in	the	different	dynamic	used	for	legato,	which	has	to	be	used	in	softer	and	sweeter	passages.	 In	addition,	 sometimes	 legato	might	even	mean	 to	hold	 the	notes	longer,	if	the	harmony	allows	for	it.107	Czerny	mentions	that	one	of	the	characteristics	of	Beethoven’s	teaching	was	that	he	stressed	the	use	of	legato	most	of	the	time:		He	 [Beethoven]	 then	went	 through	 the	various	keyboard	studies	 in	Bach's	book	 and	 especially	 insisted	 on	 legato	 technique,	 which	 was	 one	 of	 the	unforgettable	 features	 of	 his	 playing;	 at	 that	 time	 all	 other	 pianists	considered	 that	kind	of	 legato	unattainable,	 since	 the	hammered,	detached	staccato	technique	of	Mozart's	time	was	still	fashionable.	108		 The	first	pianist	and	composer	who	is	recognized	to	be	the	greatest	advocate																																																									106	Nicolo	 Pasquali,	 The	 Art	 of	 Fingering	 the	 Harpsichord	 (Edinburgh:	 Robert	 Bremner,	1760),	26.	107	Robert	 Rehin,“Johann	 Peter	Milchmeyer’s	 die	Wahre	 Art	 das	 Pianoforte	 zu	 Spielen:	 an	Annotated	Translation“	(D.M.A.	Dissertation,	University	of	Nebraska,	1993),	17.	108	Czerny,	Recollections,	307.	 	
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of	legato	touch	and	who	spread	its	use	through	his	teaching,	composing	and	playing	is	Muzio	Clementi.	His	 career	 as	 a	 concert	 pianist	 reflects	 the	development	 of	 the	instrument	and	the	evolution	of	the	style	of	playing	of	the	time.	Clementi	started	out	as	a	keyboard	player	who,	as	he	admits,	used	to	play	bravura	passages	and	fast	runs	detached,	 thus	 without	 much	 concern	 about	 “the	 atrocious	 chopping	 effect”	 that	would	result,	as	Mozart	commented	in	a	letter	to	his	father.109	Clementi	said	that	it	was	when	he	heard	Mozart	playing	for	the	first	time	that	he	was	highly	influenced	by	the	“spirit	and	grace”	of	Mozart’s	Adagios	and	felt	the	necessity	of	developing	a	more	 suitable	 touch	 according	 to	 the	 style	 and	 character	 of	 the	 music.	 Clementi	decided	 to	 adopt	 a	 “cantabile	 and	 refined	 style	 of	 performance	 by	 listening	attentively	to	singers	celebrated	at	the	time,	and	also	through	the	gradual	perfection	particularly	 of	 the	 English	 pianos,	 whose	 earlier	 faulty	 construction	 virtually	precluded	a	cantabile	legato	style	of	playing.”110		In	his	tutorial	Clementi	describes	the	different	touches	that	a	pianist	should	learn	to	play	on	the	instrument	and	in	the	description	he	makes	reference	to	legato	as	the	touch	to	be	used	when	nothing	is	suggested	by	the	composer:		The	best	rule,	 is	to	keep	down	the	keys	of	the	instrument,	the	full	 length	of	every	note;	 for	when	the	contrary	 is	 required,	 the	notes	are	marked	either	thus:		
																																																									109	Wolfgang	A.	Mozart,	The	Letters	of	Mozart	and	his	Family,	2nd	Edition	ed.	Hayat	King	and	Monica	Carolan,	trans.	Emily	Anderson	(New	York:	St	Martin’s	Press,	1966),	Vol.	2,	792.	110	Clementi	as	quoted	in	Rosenblum,	Performance	Practice,	25.	
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called	 in	 ITALIAN,	STACCATO;	denotation	DISTINCTNESS,	and	SHORTNESS	of	sound;	this	is	produced	by	lifting	the	finger	up,	as	soon	as	it	has	struck	the	key;	or	they	are	marked	thus	
	which,	 when	 composers	 are	 EXACT	 in	 their	 writing,	 means	 LESS	 staccato	than	 the	 preceding	 mark;	 the	 finger,	 therefore	 is	 kept	 down	 somewhat	longer:	or	thus		
	which	 means	 STILL	 LESS	 staccato:	 the	 nice	 degree	 of	 MORE	 and	 LESS,	however,	depend	on	the	CHARACTER,	and	PASSION	of	the	piece;	the	STYLE	of	 which	 must	 be	WELL	 OBSERVED	 by	 the	 performer.	 The	 notes	 marked	thus		
	called	LEGATO	in	Italian	must	be	played	 in	a	SMOOTH	and	CLOSE	manner;	which	 is	 done	 by	 keeping	 the	 first	 key,	 ‘till	 the	 next	 is	 struck;	 by	 which	means,	the	strings	VIBRATE	SWEETLY	into	one	another.	N.B.	 When	 the	 composer	 leaves	 the	 LEGATO,	 and	 STACCATO	 to	 the	performer’s	 taste;	 the	 best	 rule	 is,	 to	 adhere,	 chiefly	 to	 the	 LEGATO;	reserving	the	STACCATO	to	give	SPIRIT	occasionally	to	certain	passages,	and	to	set	off	the	HIGHER	BEAUTIES	of	the	LEGATO.111		 By	the	time	Louis	Adam	describes	the	different	touches	possible	on	the	piano	in	his	Méthode	de	piano	de	Conservatoire	in	1805,	legato	is	definitely	considered	the	common	 touch.	 In	 addition	 to	 the	 regular	 legato,	 he	 describes	 the	 possibility	 of	overlapping	 legato	 notes	 if	 they	 are	 part	 of	 the	 same	 harmony.	 This	 is	 a	 specific	articulation	that	Czerny	calls	legatissimo	that	was	described	in	C.P.E.	Bach	as	well,	as	a	 mean	 to	 reinforce	 the	 harmony.	 This	 articulation	 can	 be	 used	 also	 when	 it	 is	necessary	 to	 underscore	 the	melodic	 line	 of	 a	 passage.	 In	 the	 following	 example,	
																																																								111	Clementi,	Introduction,	9.	
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Adam	 clearly	 marks	 a	 legatissimo	 for	 the	 left	 hand,	 in	 order	 to	 underline	 the	importance	of	the	melodic	line.	
Figure	4	Adam,	Méthode	de	Piano	de	Conservatoire,	p.	152		
	Concerning	the	staccato,	Adam	describes	three	different	types,	which	correspond	to	what	Czerny	defines	as	marcato	staccatissimo	(dashes),	staccato	(dots)	and	mezzo-
staccato	(dots	and	slur	on	top).	According	to	Adam,	the	first	type	is	achieved	holding	the	note	one	quarter	of	its	value,	the	second	type	holding	it	half	of	its	value	and	the	last	type,	called	also	“notes	portées”,	three	quarters	of	its	value.	As	 seen	above,	Clementi	 also	differentiates	between	 staccatos	marked	with	dashes	or	with	dots,	although	he	does	not	specify	the	note	lengths.	Hummel	instead	
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uses	 the	 dots	 and	 dashes	 as	 interchangeable,	 without	 differentiating	 between	touches.	Regarding	 the	 staccatos	with	 the	dots	 and	dashes,	 Czerny	does	not	 explain	the	different	lengths	of	the	two,	but	he	points	to	the	fact	that	marcato	staccatissimo	(dashes)	is	the	shortest	possible	staccato	to	be	used	mainly	in	very	fast	passages	of	chords	and	octaves,	most	of	the	time	played	forte	or	fortissimo.	The	 realization	 of	 the	 last	 type	 of	 staccato,	 the	 mezzo	 staccato,	 varies	depending	on	the	author.	For	Clementi,	depending	on	the	character	and	passion	of	the	piece,	mezzo	staccato	might	have	a	different	degree	of	staccato	or	 legato.	Türk	explains	it	saying	that	“the	notes	must	be	touched	smoothly	and	distinctly”.	Hummel	connects	mezzo-staccato	with	cantabile	passages,	where	each	note	has	to	receive	an	increased	 degree	 of	 emphasis.112	Czerny	 identifies	 two	 different	 types	 of	 mezzo	
staccato:	 one	 for	 slow	 tempos,	 where	 the	 notes	 are	 held	 for	 two-thirds	 of	 their	values,	thus	resulting	in	Hummel’s	idea	of	mezzo	staccato.	The	other	is	used	in	fast	passages	and:	…	 consists	 in	 this,	 that	 each	 finger	with	 its	 soft	 and	 fleshy	 tip	 on	 the	keys,	makes	a	movement	like	that	used	in	scratching'	or	in	tearing-off	something,	employs	a	more	or	 less	of	 the	 rapid	action	of	 the	nerves	and	muscles;	 and	thereby	obtains	a	very	clear,	pearly,	and	equal	touch,	by	which,	even	in	the	quickest	 times,	 all	 passages	 may	 be	 executed	 with	 equal	 roundness	 and	finish,	 with	 a	 full	 and	 not	 too	 harsh	 tone,	 and	 with	 the	 most	 perfect	 and	pleasing	tranquility	of	the	hands.113		 Most	of	the	tutorials	give	short	pieces	to	practice	with	different	articulations,	as	they	did	for	the	practice	of	dynamics.	Nonetheless,	they	do	not	suggest	anything																																																									112	Hummel,	Méthode,	60.	113	Czerny,	Piano-Forte	School,	Book	3,	26.	
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specific	 to	 improve	 the	 fingers’	 ability	 of	 producing	 different	 gradations	 of	 touch.	Pleyel	and	Müller	underline	the	importance	for	the	young	student	to	learn	from	the	very	beginning	how	to	acquire	the	right	touch	at	the	instrument.	However,	as	far	as	the	 tutorials	 mentioned	 here,	 only	 Czerny	 requires	 practicing	 the	 scales	 using	different	gradations	of	 legato	 and	 staccato,	 a	 skill	 that	 is	needed	 to	have	a	perfect	control	over	the	fingers	and	the	hands.	Czerny	states:		 This	mode	 of	 playing	 [mezzo	 staccato]	 is	 too	 important	 to	 be	 acquired	 by	merely	practicing	these	few	passages.	The	Student	must	occupy	himself	with	it	exclusively	for	a	certain	time;	and	here	again	the	complete	series	of	Scale-Exercises	 in	 all	 the	 keys	 are	 the	 very	 best	means,	 if	we	 diligently	 practice	them	 in	 all	 the	 degrees	 of	 Piano	 and	 Forte,	 as	 well	 as	 in	 all	 sorts	 of	movement,	till	we	are	in	a	condition	to	execute	at	will	in	this	manner,	every	passage,	not	consisting	of	double	notes.114		 In	 his	 method,	 Czerny	 not	 only	 states	 the	 importance	 for	 the	 student	 of	achieving	a	specific	 skill,	but	also	provides	 the	practical	path	 to	 follow	 in	order	 to	gain	the	required	mastery.	As	chapter	six	will	explain,	scales	practiced	with	different	dynamics,	touches	and	speeds	are	at	the	foundation	of	his	method.	
TEMPO	AND	TEMPO	FLEXIBILITY	The	 correct	 choice	 of	 tempo	 is	 yet	 another	 important	 element	 of	 a	 correct	performance	of	a	composition.	As	Türk	states,	“the	most	excellent	composition	has	little	or	no	effect,	when	it	is	performed	in	a	noticeably	wrong	tempo.”115		
																																																								114	Czerny,	Piano	Forte	School,	Book	3,	27.	Czerny	gives	the	same	suggestion	for	each	one	of	the	given	articulations.	115	Turk,	Clavier	School,	100.	
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Hummel	opens	the	chapter	devoted	to	the	correct	vocabulary	for	tempo,	character	and	dynamics	(“Des	Mots	qui	ont	rapport	au	mouvement,	au	caractère	et	à	la	force	du	 jeu”)	 by	 noting	 that	 the	 Italian	 terms	 used	 in	 the	 tempo	 headings	 of	 pieces,	indicate	both	the	speed	and	the	character	of	a	piece.116	Bach	also	mentions	 that	 it	 is	 common	usage	 for	a	 composer	 to	 indicate	 the	speed	 of	 the	 composition	 as	 well	 as	 the	 character	 through	 Italian	 terms.117	Türk	underlines	 how	 important	 it	 is	 for	 the	 correct	 performance	 of	 the	 composition	 to	have	 tempo	markings	written	by	 the	composer.118	Thus,	 in	each	manual	 there	 is	a	list	with	 the	meanings	 of	 Italian	 terms	 used	 for	 purposes	 of	 speed	 and	 character.	They	 all	 teach	 how	 to	 interpret	 the	 different	 terms,	 and	 they	 all	 agree	 on	 the	importance	to	develop	the	student’s	ability	to	keep	a	steady	beat	from	the	beginning	to	the	end	of	the	composition.		The	 following	 chart	 compares	 in	 order	 of	 speed	 (from	 the	 slowest	 to	 the	fastest)	the	main	tempi	explained	by	Adam,	Pleyel,	Clementi,	Hummel	and	Czerny.	
	 	
																																																								116	“…le	degré	ou	vitesse	du	mouvement	d’un	morceau	et	 le	caractère	qui	doit	y	régner	en	général.”	Hummel,	Méthode,	62.	117	Bach,	Essay,	151.	118	Türk,	Clavier	School,	120.	
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Table	1	Adam	 Pleyel	 Clementi	 Hummel	 Czerny	
Largo	 Largo	 Adagio	 Grave	 Grave	
Grave	 Grave		 Grave	 Largo	 Largo	
Larghetto	 Larghetto	 Largo	 Adagio	 Adagio	
Adagio	 Adagio	 Lento	
Larghetto	 Andantino	 Andante	
Andante	 Andante	 Andantino	 Andante	 Andantino	
Andantino	 Andantino	 Andante	 Allegretto	 Allegretto	
Allegro	 Allegro	 Allegretto	 Allegro	 Allegro	
Allegretto	 Allegretto	 Moderato	
Tempo	Giusto	 Vivacissimo	 Presto	
Vivace	 Presto	 Maestoso*	
Con	
Commodo*	 Presto	 Prestissimo	
Presto	 Prestissimo	 Allegro	 Prestissimo	 	
Prestissimo	 	 Vivace	 	 		 	 Con	Spirito*	
Spiritoso*	
Con	Brio*	
Con	Fuoco*	
	 	
	 	 Presto	 	 		 	 Prestissimo	 	 		As	Czerny	notes,	there	might	be	many	different	gradations	of	speed	in	between	the	main	headings	given,	as	it	is	true	for	the	different	dynamics	and	touches	as	well.	119																																																										119	In	addition	to	the	terms	that	refer	more	closely	to	the	speed	of	a	piece,	composers	were	also	using	many	Italian	terms	related	to	the	expression.	The	point	of	the	present	paragraph	is	 to	 give	 an	 overview	 of	 the	 general	 approach	 composers	 had	 towards	 the	 study	 and	understanding	of	correct	 tempo	around	Czerny’s	age	and	how	they	might	have	 influenced	Czerny	 in	 the	explanation	of	 it	 in	his	work.	Therefore,	 it	 is	not	my	 intention	 to	 list	 all	 the	
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Therefore,	in	the	chart	above,	each	composer	uses	some	additional	term	or	terms	in	order	 to	be	more	specific	about	 the	different	gradations.	The	 terms	 in	black	show	the	headings	that	appear	in	all	manuals,	whereas	the	bold	terms	are	the	ones	used	only	 by	 some	 of	 them.	 Among	 the	 differences,	 two	 are	 particularly	 worthy	 of	discussion:	 the	 order	 between	 Largo,	 Grave	 and	 Adagio,	 and	 the	 meaning	 of	
Andantino.			 As	 far	 as	 the	 former,	 Adam,	 Pleyel,	 Hummel	 and	 Czerny	 agreed	 that	 the	difference	between	Largo	and	Grave	 is	related	to	the	more	solemn	character	of	the	latter	 than	 to	 the	 actual	 difference	 in	 speed,	 thus	 making	 the	 Largo/Grave	 the	slowest	tempo	and	Adagio	slightly	faster	than	them,	whereas	in	Clementi	Adagio	 is	the	slowest.	Clementi’s	usage	comes	from	Corelli’s	performances	of	Adagios,	whose	very	slow	tempi	was	common	practice	in	England	at	the	time.120		 The	 other	 difference	 is	 in	 the	 interpretation	 of	 Andante	 and	 Andantino.	Hummel	 and	 Clementi	 considered	 Andantino	 slower	 in	 comparison	 to	 Andante.	Czerny	instead	lists	it	after	Andante,	making	it	a	faster	tempo,	as	is	also	the	case	in	Adam	and	Pleyel.	The	connotation	that	the	term	Andante	acquired	during	Czerny’s	time	was	defined	as	“moving	onward	slowly;	less	so	however	than	Adagio.”121	This	was	different	from	that,	for	instance,	of	Hummel,	i.e.	a	tempo	still	on	the	fast	side.	In																																																																																																																																																																						terms	used	either	by	Czerny	or	other	authors.	It	is	important	for	the	reader	to	understand	that	 at	 the	 time	 Czerny	 was	 writing,	 as	 well	 as	 nowadays,	 composers	 became	more	 and	more	 precise	 about	 their	 notation,	 hence	 using	 many	 different	 Italian	 terms	 (and	 from	Beethoven	on	also	German)	to	try	to	be	as	clear	as	possible	in	their	notation	of	tempo	and	character.	120	For	more	examples	see	S.	Rosenblum,	Performance	Practice,	313–314.	121	Czerny,	Book	1,	156.	
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the	 classical	 era	 Andante	 was	 never	 considered	 a	 slow	 tempo,	 but	 a	 speed	 that	“moves	along”	as	the	sense	of	the	word	itself	suggests.	122	Despite	 all	 these	 efforts	 in	 being	 accurate	 in	 their	 definitions,	 all	 of	 the	authors	agree	that	the	Italian	terms	do	not	seem	to	be	sufficient	to	understand	the	correct	 speed	 of	 a	 piece.	 The	 tutorials	 of	 Türk	 and	 Bach,	 which	 are	 closer	 to	 the	baroque	 tradition	 of	 presuming	 the	 final	 tempo	 of	 a	 composition	 from	 the	 scores	and	without	the	aid	of	additional	terms,	describe	the	choice	of	tempo	as	related	to	two	important	elements	in	addition	to	the	tempo	heading:	general	character	of	the	piece	 and	 notes’	 values.	 According	 to	 Bach:	 “The	 pace	 of	 a	 composition,	 which	 is	usually	indicated	by	several	well-known	Italian	expressions,	is	based	on	its	general	content	as	well	as	on	the	fastest	notes	and	passages	contained	in	it.”123	And	a	few	years	later	Türk	gives	a	similar	suggestion:	Very	 likely,	 the	best	way	presently	available	 is	 for	the	composer	…to	indicate	the	tempo	as	exactly	as	possible	[…]	Nevertheless,	the	already	somewhat	skilled	player,	after	a	short	but	much	to	be	recommended	survey	 of	 the	 composition,	 can	 with	 some	 certainty	 find	 the	 right	tempo	from	the	note	values,	figures,	passages	and	the	like.”124			
																																																								122	In	addition	 to	 the	different	 interpretation	of	 the	above	mentioned	 terms,	at	 the	 turn	of	the	century	 there	was	a	 change	 in	 the	understanding	of	 the	word	Allegro.	The	 translation	means	 “happy,	 cheerful”	and	 the	use	of	 it	at	 the	beginning	eighteenth	century	was	mostly	related	to	the	character	of	the	piece.	But	later	on	it	became	a	term	related	with	fast	speeds.	Türk’s	comment	on	it	shows	this	change	in	the	Allegro	performance:	“A	far	more	moderate	tempo	is	generally	taken	for	granted	for	Allegros	composed	fifty	years	or	more	ago	than	for	a	 more	 recent	 composition	 with	 the	 same	 heading.”	 From	 that	 time	 on	 Allegro	 was	mentioned	 in	 tutors	as	a	 fast	 tempo,	even	 if	composers	such	as	Beethoven	referred	to	 the	misunderstanding	of	its	meaning.	This	is	explained	thoroughly	in	Rosenblum,	pp.	319–320.	123	Bach,	Essay,	151.	124	Türk,	School	of	Clavier	Playing,	110–111.	
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Czerny	incorporates	the	same	concept	in	his	guidelines	for	performing	at	the	right	speed:	The	 best	 helps	 to	 the	 more	 certain	 discovery	 of	 the	 true	 time,	 may	 be	gathered.	1st	From	the	character	of	the	piece.	2nd	from	the	number	and	duration	of	the	quickest	notes,	which	occur	in	any	one	bar.125		Therefore,	 it	 is	 important	 to	 consider	 not	 only	 the	 headings	 of	 the	 work,	 but	 its	general	rhythmic	structure	and	its	expressive	meaning.126	Nevertheless,	 because	 of	 the	 growing	 necessity	 of	 composers	 to	 notate	 the	exact	 tempo,	 many	 musicians	 became	 interested	 in	 the	 possibility	 of	 finding	 a	common	tool	 that	could	measure	the	speed	of	a	music	piece.127	The	most	practical	solution	 to	 the	problem	 came	 in	1816	with	 the	 invention	of	Maëzel’s	metronome.	Both	Hummel	and	Czerny	welcomed	its	invention	and	recommended	its	use	in	their																																																									125	Czerny,	Piano	Forte	School,	Book	3,	69.	126 	One	 important	 factor	 for	 earlier	 composers	 to	 understand	 the	 character	 of	 the	composition	 was	 the	 time	 signature	 chosen.	 As	 Türk	 exemplifies,	 time	 signatures	 were	related	to	the	character	of	the	piece:	“The	larger	the	values	of	the	main	beats	of	a	measure,	the	heavier	must	be	the	execution.	Therefore,	a	composition	in	3/2,	for	example,	 is	played	more	heavily	than	it	would	be	if	it	were	in	3/4	or	even	in	3/8.”	Mozart	used	time	signatures	of	2/2,	3/2	and	4/2	only	for	slow	movements	of	church	music,	3/8	only	for	movements	either	moderate	or	fast,	whereas	common	time	and	3/4	were	used	for	any	kind	of	movement.	 	Later	on,	the	relation	time	signature-speed	became	less	direct,	and	 by	 Czerny’s	 time,	 time	 signature	 mainly	 indicated	 the	 correct	 accentuation	 of	 the	measure.	 Czerny’s	 explanation	 of	 the	 time	 signatures	 (Book	 I,	 Lesson	 XII):	 3/8	 will	 be	accented	 every	 three	 eighth-notes,	 whereas	 3/4	 every	 quarter	 note.	 Although	 there	 is	 a	difference	 between	 the	 German,	 English	 and	 Italian	 edition	 of	 opus	 500	 about	 the	interpretation	of	common	time,	 in	 the	original	German	edition	Czerny	does	not	 retain	 the	differentiation	in	speed	between	common	time	and	cut	time,	as	it	was	used	in	the	baroque	and	classical	era,	where	cut	time	was	somehow	supposed	to	be	faster	or	even	twice	as	fast	than	the	regular	C.			Hummel	also	does	not	differentiate	between	the	speed	of	the	two,	but,	like	 Czerny,	 he	 stresses	 that	 the	 difference	 lies	 in	 the	 accentuation	 between	 C	 (two	main	accents/measure)	and	cut	time	(one	accent/measure).		127	Türk	in	his	manual	mentions	a	few	different	possibilities	to	specify	the	right	tempo,	but	none	of	them	was	in	widespread	usage.	(Türk,	353).	
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tutorials,	as	a	tool	for	practicing	correctly	at	a	steady	pace	as	well	as	for	taking	the	correct	 speed	 of	 a	 composition. 128 	But	 they	 also	 acknowledge	 that	 Maëzel’s	metronome	 could	 not	 be	 the	 only	 and	 definite	 solution	 to	 the	 problem	 of	 correct	speed,	since	the	character	of	the	music	cannot	come	only	from	a	mechanical	keeping	of	 steady	 beat.	 Hummel	 writes	 about	 this:	 “Artists	 and	 amateurs	 learn	 from	 the	metronome	 the	 correct	 tempo	 that	 the	 author	 has	 chosen;	 but	 they	 should	 not	follow	it	slavishly,	without	slowing	or	accelerating	specific	sections.”129	Czerny,	 at	 the	 beginning	 of	 his	 chapter	 “On	 occasional	 changing	 in	 the	 time	 or	degree	of	Movement,”	writes:	We	 now	 come	 to	 the	 third,	 and	 perhaps	 the	 most	 important	 means	 of	Expression;	namely,	 to	 the	various	changes	 in	 the	Time	first	prescribed,	by	means	 of	 the	 rallentando	 and	 accelerando,	 or	 the	 dragging	 and	 hurrying	onwards	in	the	degree	of	movement.130		 However,	if	the	understanding	of	the	correct	tempo	and	its	consistency	from	the	beginning	 to	 the	end	of	a	piece	 is	a	 requirement	 for	every	pianist,	 so	much	so	that	a	good	teacher	has	to	teach	it	to	the	pupil	from	the	very	beginning,	the	ability	of	nuances	within	that	tempo	is	an	expressive	skill	 that	not	all	musicians	are	capable	of.131		
																																																								128	Hummel,	Méthode,	463	ff.;	Czerny,	Book	3,	66.	129Ibid.	Author’s	 translation,	original	French	text:	 “Les	artistes	et	 les	amateurs	apprennent	par	 le	métronome	 le	 vrai	mouvement	 que	 l’auteur	 a	 indiqué	 ;	mais	 ils	 ne	 doivent	 pas	 le	suivre	servilement	sans	retenir	ou	animer	certains	endroits.”	130	Czerny,	Book	3,	31.	131 	Türk,	 Clavier	 School,	 109:	 “In	 order	 to	 find	 exactly	 the	 right	 tempo	 under	 any	circumstances,	much	practice	 is	 required	as	well	as	much	power	of	 judgment	united	with	the	personal	and	proper	feeling	and	is	therefore	not	the	affair	of	a	beginner.	It	is,	however,	the	 teacher	 who	 is	 at	 fault	 if	 his	 more	 advanced	 students	 have	 not	 at	 least	 acquired	 a	mechanical	feeling	for	the	usual	species	of	tempo.”	
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Bach,	 Hummel,	 Adam,	 Czerny	 state	 this	 clearly,	 advising	 at	 the	 same	 time,	though,	to	be	careful	about	the	use	of	tempo	flexibility,	in	order	to	avoid	a	dragged	performance.	Adam	states:	The	first	quality	required	in	a	music	performance	is	to	observe	the	tempo;	without	it	there	would	only	be	indecision,	vagueness	and	confusion.	[...]	Some	people	have	made	it	fashionable	to	no	longer	play	in	time,	and	to	perform	all	kinds	of	music	as	a	fantasy,	a	prelude	or	a	capriccio.	They	believe	this	makes	a	piece	more	expressive	and	alter	it	so	as	to	make	it	unrecognizable.	Of	course,	expression	requires	 that	we	slow	down	or	mark	some	melodic	notes,	but	 these	delays	should	not	be	constant	throughout	a	piece,	but	only	in	a	few	places	where	the	performance	of	a	languid	melody	or	the	passion	of	an	agitated	chant	demands	a	delay	or	a	faster	movement.	 In	 this	 case	 we	 need	 to	 modify	 the	 melody,	 and	 the	 bass	 should	 be	strictly	in	time.132		How	 is	 it	 possible	 then	 to	 obtain	 at	 the	 same	 time	 an	 expressive	 and	 a	 tempo	performance,	without	becoming	either	too	mechanical	or	too	lavish	in	its	rendering?	Bach	 provides	 a	 few	 suggestions	 when	 he	 comments	 about	 passages	 where	
ritardando	and	accelerando	can	be	applied.																																																																																																																																																																						Czerny	 gives	 important	 suggestions	 to	 help	 beginners	 developing	 a	 good	 sense	 of	 tempo.	First,	he	stresses	the	importance	to	teach	the	different	time	signatures	and	to	learn	where	their	main	accents	are.	Then,	he	gives	specific	guidelines	for	teachers	to	teach	the	student	the	natural	feeling	of	musical	pace:	first	the	teacher	should	count	aloud	when	the	student	is	playing,	 then	 the	 student	 and	 the	 teacher	 should	 count	 together,	 play	 four-hands	 pieces,	which	 are	 also	 included	 in	 opus	 500,	 lastly	 the	 teacher	 plays	 and	 the	 students	 keeps	 the	beat.	 When	 the	 student	 is	 practicing	 on	 his	 own,	 it	 is	 also	 recommended	 the	 use	 of	 the	metronome.	This	is	found	in	Chapter	13	of	Opus	500,	Book	I.	132 	Adam,	 Méthode	 de	 conservatoire,	 160.	 Author’s	 translation,	 original	 text:	 «	Une	 de	premières	 qualités	 qu’on	 exige	 dans	 l’exécution	 de	 la	musique	 est	 d’observer	 la	mesure	 ;	sans	 elle	 il	 n’y	 aurait	 que	 de	 l’indécision,	 du	 vague	 et	 de	 la	 confusion.	 […]	 Quelques	personnes	ont	voulu	mettre	en	vogue	de	ne	plus	jouer	en	mesure,	et	d’exécuter	toute	espèce	de	 musique	 comme	 une	 fantaisie,	 prélude	 ou	 caprice.	 On	 croit	 par	 la	 donner	 plus	d’expression	a	un	morceau	et	on	l’altère	de	manière	à	le	rendre	méconnaissable.	Sans	doute	l’expression	 exige	 qu’on	 ralentisse	 ou	 qu’on	 presse	 certaines	 notes	 de	 chant,	 mais	 ces	retards	 ne	 doivent	 pas	 être	 continuels	 pendant	 tout	 un	 morceau,	 mais	 seulement	 dans	quelques	 endroits	 ou	 l’expression	 d’un	 chant	 langoureux	 ou	 la	 passion	 d’un	 chant	 agite	exigent	un	retard	ou	un	mouvement	plus	animé.	Dans	ce	cas	c’est	le	chant	qu’il	faut	altérer,	et	la	basse	doit	marquer	strictement	la	mesure.	»	
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In	 general,	 a	 retard	 fits	 slow	or	more	moderate	 tempos	better	 than	a	 very	fast	one.	There	are	more	examples	in	the	opening	allegro	and	the	following	adagio	 of	 the	 B	 Minor	 Sonata,	 No.	 6,	 of	 my	 second	 engraved	 work133	especially	 in	 adagio,	where	 a	melody	 in	 octaves	 is	 transposed	 three	 times	against	 rapid	 notes	 in	 the	 left	 hand.	 Each	 transposition	 can	 be	 effectively	performed	by	gradually	and	gently	accelerating	and	immediately	thereafter	retarding	[…]	Passages	in	a	piece	in	the	major	key	mode	which	are	repeated	in	 the	minor	may	 be	 broadened	 somewhat	 on	 their	 repetition	 in	 order	 to	heighten	the	affect.134		Türk	 also	 discusses	 instances	where	 the	accelerando	 and	 ritardando	 can	 be	 used,	without	affecting	 the	performance	negatively.	Usually,	he	 suggests	accelerando	 for	central	passages	and	repetitions	of	pieces	of	a	 fiery,	violent	and	 furious	character;	and	 ritardando	where	 smorzando,	diluendo	and	diminuendo	 are	used,	 especially	 at	the	end	of	a	piece	or	part	of	it,	as	well	as	in	more	languid	and	tender	composition.	Czerny	 too	 gives	 a	 list	 of	 types	 of	 passages	where	 either	 one	 or	 the	 other	approach	can	be	used	according	to	the	character	of	the	passage:	Not	 only	 each	 musical	 piece	 considered	 as	 a	 whole,	 but	 even	 each	 single	passage	expresses	some	definite	passion	or	emotion;	or	at	least	it	will	admit	of	 some	 such	 feeling	 being	 infused	 into	 it,	 by	 the	 style	 in	which	 it	may	 be	played.	Such	general	emotions	or	feelings	may	be:		
Gentle	persuasion,	
A	slight	degree	of	doubt,	or	wavering	hesitation;	
Tender	complaining;	
Tranquil	assent.		
Transition	from	a	state	of	excitement	to	a	more	tranquil	one.	
Refusal	on	reflection.	
Sighing	and	grief,	
Whispering	a	secret.	[…]	And	in	such	cases,	a	slight	holding	back	in	the	time	(calando,	smorzando,	etc.)	may	generally,	be	 introduced	to	advantage,	since	 it	would	be	contrary	to	good	sense	to	employ	in	such	cases	any	acceleration	or	hurrying	onward	in	the	speed	of	the	movement.																																																									133	As	reported	in	Bach,	Essay,	160	(Note	28):	The	Wurttemberg	Sonatas	(Nagels	Archiv,	Nos.	21,22).	They	were	preceded	by	the	 first	published	works,	 the	Prussian	Sonatas,	 two	years	earlier,	in	1742	(Nagels	Archiv	Nos.	6,	15).	134	Bach,	Essay,	161.	
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§S.	Other	passages,	on	the	contrary	indicate:	
Sudden	cheerfulness.	
Hasty	or	curious	interrogations.	
Impatience,	
Incipient	anger.	
Fixed	and	powerful	resolution.	
Unwilling	reproach.	
Pride	and	ill	temper.	
Timid	flight.	
Transition	from	a	state	of	tranquility	to	one	of	excitement,	&c.	In	such	passages	the	hurrying	onward	and	acceleration	of	the	time	is	natural	(accelerando,	stringendo,	etc.),	and	in	its	proper	place.135		Czerny	 is	 even	more	 specific	 in	 describing	 the	 cases	where	 the	 ritardando,	which	according	to	him	is	more	common	than	accelerando,	should	be	used.	He	provides	a	detailed	list	of	cases	where	the	performer	should	apply	it:	
a.	In	these	passages	which	contain	the	return	to	the	principal	subject.	
b.	In	those	passages,	which	lead	to	some	separate	member	of	a	melody.	
c.	 In	 those	 long	and	sustained	notes	which	are	 to	be	struck	with	particular	emphasis,	and	after	which	quicker	notes	are	to	follow.	
d.	At	the	transition	into	another	species	of	time,	or	into	another	movement,	different	in	speed	from	that	which	preceded	it.	
e.	Immediately	after	a	pause.	
f.	At	 the	Diminuendo	of	a	preceding	very	 lively	passage;	as	also	 in	brilliant	passages,	when	there	suddenly	occurs	a	 trait	of	melody	to	be	played	piano	and	with	much	delicacy.	
g.	 In	 embellishments,	 consisting	 of	 very	 many	 quick	 notes,	 which	 we	 are	unable	to	force	into	the	degree	of	movement	first	chosen.	
h.	 Occasionally	 also,	 in	 the	 chief	 crescendo	 of	 a	 strongly	marked	 sentence,	leading	to	an	important	passage	or	to	the	close.	
i.	In	very	humorous,	capricious,	and	fantastic	passages,	in	order	to	heighten	the	character	so	much	the	more.	
k.	Lastly,	almost	always	where	the	Composer	has	indicated	an	espressivo;	as	also	
l.	At	the	end	of	every	long	shake	which	forms	a	pause	or	Cadenza,	and	which	is	marked	diminuendo.136		After	the	list,	he	provides	musical	examples	with	commentary	to	help	the	reader	to																																																									135	Czerny,	Piano	Forte	School,	Book	3,	31–32.	136	Czerny,	Book	3,	33–34.	
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understand	how	those	rules	apply	to	music.	137	The	 last	aspect	of	 tempo	changes	already	mentioned	 in	Bach	and	Türk	and	criticized	by	Czerny	and	Hummel	for	its	excessive	use	during	the	Romantic	era	is	the	practice	of	tempo	rubato.	According	to	Bach,	it	is	obtained	when	the	left	hand	is	able	to	 play	 on	 the	 exact	 beat,	 while	 the	 right	 hand	 goes	 off	 beat.	 Türk	 describes	 as	following	the	means	to	achieve	tempo	rubato	in	an	execution:	Usually	one	understands	it	as	a	kind	of	shortening	and	lengthening	of	notes,	 or	 a	 displacement	 of	 them.	 That	 is	 to	 say,	 something	 is	 taken	 away	from	 the	 duration	 of	 one	 note	 and	 therefore	 that	 much	 more	 is	 given	 to	another…Tempo	rubato	is	achieved	by	means	of	anticipation	and	…	by	means	of	 retardation…with	 this	 manner	 of	 execution	 neither	 the	 tempo	 nor	 the	meter	as	a	whole	is	disturbed…138		Hummel	follows	Bach’s	definition	of	tempo	rubato,	underling	the	importance	for	the	left	hand	in	keeping	a	steady	beat,	while	the	right	hand	is	free	to	play	its	notes	at	a	faster	or	slower	pace,	according	to	the	number	of	notes.	Czerny,	in	his	discussion	on	tempo	 flexibility,	 does	 not	 define	 rubato,	 although	 he	 does	 show	 in	 his	 examples	many	 instances	where	a	 tempo	rubato	 intended	as	a	“slight	 tempo	change”	can	be	used.	Nevertheless,	all	the	authors	considered	in	this	study	agree	on	the	importance,	when	using	tempo	rubato,	of	keeping	the	overall	tempo	the	same,	in	order	to	retain	the	flow	of	the	music	and	its	original	character.		 Given	the	aim	of	a	piano	method,	it	is	important	both	for	the	student	and	for	the	 teacher	 to	 know	 the	meaning	 the	 composers	 gave	 to	 tempo	headings	 and	 the	rules	to	be	followed	in	the	application	of	tempo	flexibility.	But	this	is	not	yet	enough																																																									137	This	 is	all	presented	in	Czerny’s	Piano-Forte	School,	Book	3,	Chapter	3.	This	 is	 the	book	that	most	closely	relates	expression	and	technique.	138	As	reported	in	S.	Rosenblum,	Performance	Practice.,	377–378.	
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to	 guarantee	 a	 good	 expressive	 performance	 of	 a	 composition	 and	 to	 make	 any	tempo	flexibility	part	of	the	natural	flow	of	the	music.		To	achieve	this	fluidity	through	the	whole	performance,	teachers	try	to	give	different	 suggestions.	 Hummel	 speaks	 of	 the	 importance	 of	 developing	 a	 “natural	feeling”	in	order	to	perform	with	expression,	and	this	is	the	characteristic	of	a	“true	musician.”139	Bach,	 as	 it	 was	 discussed	 in	 chapter	 three	 of	 this	 study,	 emphasizes	that	to	understand	the	true	affect	and	thus,	the	right	performance	of	a	work	“…it	is	advisable	that	every	opportunity	be	seized	to	listen	to	soloists	and	ensembles.”	140	When	 introducing	 the	 importance	 of	 tempo	 flexibility	 in	 a	 composition,	 Czerny	echoes	Bach’s	statement,	underlining	the	importance	to	acquaint	students	to	listen	to	good	singers	in	order	to	install	a	proper	sense	of	tempo:	To	introduce	these	occasional	deviations	from	the	strict	keeping	of	the	time	in	a	tasteful	and	intelligible	manner,	is	the	great	art	of	a	good	Player;	and	is	only	 to	be	acquired	by	highly	cultivated	 taste,	much	attentive	practice,	and	by	listening	to	great	Artists	on	all	instruments,	particularly	to	distinguished	Singers.141		As	 was	 mentioned	 in	 the	 previous	 chapter,	 two	 elements	 that	 student-performers	are	supposed	to	develop	from	the	earliest	stage	are	good	finger	training	and	listening	skills.	If,	in	regard	to	fingering,	the	importance	of	developing	technique	through	the	use	of	scales	would	facilitate	the	capacity	of	playing	in	different	touches	and	dynamics,	 it	 is	 the	pupils’	 listening	 skills	 that	would	 contribute	 the	most	 to	 a	correct	 choice	of	 tempo	 in	a	musical	piece,	where	 listening	 skills	 involve	both	 the																																																									139	Hummel,	Méthode,	452.	140	Bach,	Essay,	20.	141	Czerny,	Book	3,	31.	
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capacity	 of	 listening	 and	 judging	 their	 own	 performances	 as	 well	 as	 the	acquaintance	with	the	character	of	a	piece	and	the	performances	of	other	musicians.		
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CHAPTER	FIVE	
ADDITIONAL	EXPRESSIVE	ELEMENTS	MENTIONED	IN	TUTORIALS:		
PHRASING	AND	ACCENTUATION,	ORNAMENTATION	AND	PIANO	PEDALS			 The	 three	 topics	 described	 in	 the	 previous	 chapter,	 dynamics,	 articulation	and	 tempo,	 can	 be	 found	 in	 all	 of	 the	 treatises	 mentioned	 so	 far.	 Czerny	 himself	addressed	 these	 topics	 as	 the	 most	 important	 parameters	 necessary	 to	 obtain	 a	good	performance.	In	addition	to	them,	there	are	other	elements	to	consider,	which	would	still	be	present	in	many	tutorials,	but	not	consistently,	and	at	different	levels,	according	 to	 the	 historical	 periods	 and	 geographical	 areas	 in	 which	 the	 authors	were	 writing	 their	 books.	 This	 chapter	 analyzes	 elements	 that	 proved	 to	 be	important	 in	 Czerny’s	 teaching	 and	 in	 his	 treatise.	 They	 are	 accentuation	 and	phrasing,	ornamentation,	and	use	of	pedals.	In	addition,	these	have	been	significant	to	the	general	development	of	keyboard	and	piano	playing	between	the	eighteenth	and	 nineteenth	 century,	 and	 are	 also	 discussed	 in	 other	manuals	 of	 the	 time.	 An	additional	paragraph	at	 the	end	of	 the	 chapter	will	 be	dedicated	 to	 the	 repertoire	suggested	 in	 tutorials,	 since	as	 it	will	be	explained	 in	 the	 last	 two	chapters	of	 this	study,	many	of	Czerny’s	comments	and	ideas	on	expressive	performance	come	from	his	knowledge	of	the	repertoire.			 	
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ACCENTUATION	AND	PHRASING	C.	P.	E.	Bach,	in	his	chapter	dedicated	to	performance,	states:	It	 can	 be	 seen	 from	 many	 affects	 which	 music	 portrays,	 that	 the	accomplished	 musician	 must	 have	 special	 endowments	 and	 be	 capable	 of	employing	 them	 wisely.	 He	 must	 carefully	 appraise	 his	 audience,	 their	attitude	 toward	the	expressive	content	of	his	program,	 the	place	 itself,	and	other	additional	 factors.	Nature	has	wisely	provided	music	with	every	kind	of	appeal	so	that	all	might	share	in	its	enjoyment.	It	thus	becomes	the	duty	of	the	performer	to	satisfy	to	the	best	of	his	ability	every	last	kind	of	listener.142		It	is	important	for	the	performer,	along	with	the	use	of	correct	dynamics,	touch	and	tempo,	 to	 understand	 how	 to	 address	 musical	 phrasing.	 The	 accentuation	 of	 a	specific	note	or	group	of	notes	is	an	important	means	to	achieve	this	end.		Türk	 links	 and	 explains	 musical	 phrasing	 and	 accentuation	 using	 a	comparison	with	oratory:	Whoever	would	read	a	poem	and	the	like	in	such	a	way	that	it	becomes	comprehensible	to	the	listener	must	place	a	marked	emphasis	on	certain	words	or	syllables.	The	very	same	resource	is	also	at	the	disposal	of	the	practicing	musician…		…if	 a	Keyboard	player,	 other	 than	 at	 the	 end	of	 a	musical	 period,	 does	not	 join	 the	 tones	 together	 well	 and	 consequently	 divides	 a	 thought	where	it	should	not	be	divided,	then	he	makes	the	same	mistake	that	an	orator	 would	 if	 the	 latter	 pause	 in	 the	 middle	 of	 a	 word	 and	 take	 a	breath.143		In	 Türk’s	 opinion,	 the	 means	 to	 obtain	 a	 coherent	 and	 understandable	 musical	discourse	 are:	 accentuation,	 lingering	 on	 specific	 notes,	 and	 good	 subdivision	 of	phrasing	through	breathing	at	the	right	places.144		
																																																								142Bach,	Essay,	152–153.	143	Türk,	Clavier	School,	324.	144	For	 breathing	 I	 mean	 the	 short	 space	 that	 occurs	 naturally	 between	 two	 sentences	divided	by	any	punctuation	mark	in	a	speech	as	well	as	between	any	music	phrase	or	motif.	
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In	 addition,	 Türk	 specifies	 that	 in	 most	 cases	 the	 accentuation	 of	 specific	tones	should	not	be	left	to	the	performer,	and	the	composer	should	address	it	in	his	music.	 However,	 he	 does	 give	 a	 few	 rules	 for	 good	 accentuation	 to	 follow	 if	 the	composer	did	not	annotate	anything	specific.	These	general	guidelines	refer	to	the	difference	between	strong	beats	and	weak	beats	in	every	measure	and	include:	
- stressing	the	first	beat	of	a	measure	as	the	most	important;	
- accenting	 the	 third	beat	 in	a	 “four-part”	meter	and	sometimes	 the	 third	beat	in	a	“three-part”	meter,	but	to	a	lesser	degree	than	the	first	one;		
- playing	the	downbeat	that	corresponds	to	the	beginning	of	each	musical	phrase	stronger.		Other	notes	might	also	require	an	accent,	such	as	dissonances,	syncopations,	“intervals	 which	 do	 not	 belong	 to	 the	 diatonic	 scale	 of	 that	 key”,	 longer	 notes,	highest	and	lowest	notes	and	“the	intervals	which	become	important	because	of	the	basic	harmony.”145		As	 for	 lingering	on	 specific	 notes,	Türk	 says	 that	 the	 same	 rules	 applied	 to	accentuation	 must	 be	 followed,	 and	 either	 accent	 or	 lingering	 has	 to	 be	 chosen	according	to	the	nature	of	the	music.	In	general,	he	states	that	a	note	cannot	be	held	longer	 than	half	of	 its	 value	and	 that	 it	 is	most	 common	 to	 linger	on	 longer	notes	than	on	shorter	ones	(e.g.	quarters	vs.	eighths).	He	notes	that	it	is	important	to	have																																																																																																																																																																						When	singing,	it	comes	naturally	to	take	a	long	or	short	breath	when	the	musical	discourse	stops.	 However,	 quite	 often	 pianists	 forget	 to	 underline	 the	 phrasing	 of	 a	 musical	 line,	partially	 due	 to	 the	 structure	 of	 the	 instrument,	which	does	not	 require	 any	breathing	 to	produce	sound,	and	especially	to	insufficient	awareness	of	phrasing.	145	Türk,	Clavier	School,	326.	
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a	basic	knowledge	of	 thorough	bass	 in	order	 to	understand	where	 it	 is	 and	 is	not	possible	to	linger	on	a	note,	thus	avoiding	harmonic	mistakes.146		 The	other	essential	element	for	the	correct	phrasing	of	a	musical	piece	is	the	ability	 of	 the	 player	 to	 identify	musical	 phrases.	 By	 Türk’s	 time,	 short	 slurs	were	mostly	in	use	for	purposes	of	articulation,	not	phrasing.147	Therefore,	the	performer	was	 supposed	 to	 be	 able	 to	 recognize	 phrasing	 only	 through	 the	 melodic	 and	rhythmic	 contours	 as	 well	 as	 the	 harmonic	 movement	 of	 the	 composition.	 Türk	explains	 in	 details	 the	 different	 elements	 of	musical	 discourse	 and	 gives	 practical	suggestions	on	how	to	make	the	phrasing	clear	to	the	listener:	A	 musical	 thought	 which	 has	 not	 been	 completed	 may	 never	 be	divided	by	lifting	the	fingers	from	the	keys	at	the	wrong	time	[…]	The	end	of	a	period	is	made	more	perceptible,	if	on	its	last	note,	the	finger	is	gently	lifted	from	the	key	and	the	first	note	of	the	following	period	is	 played	 somewhat	 more	 strongly.	 […]	 making	 oneself	 aware	 of	whether	 a	 composition	 begins	 with	 a	 full	 measure	 or	 …	 within	 an	upbeat,	because	for	the	most	part	the	phrase	divisions	fall	on	the	same	beat	throughout.148		As	a	practical	aid	to	develop	a	sense	of	musical	phrasing,	Türk	suggests	to	his	pupils	to	practice	songs	and	dances.	149	Between	 Türk’s	 time	 and	 the	 nineteenth	 century,	 the	 use	 of	 slurs	 changed	and	 developed	 substantially.	 By	 Beethoven’s	 time	 the	 slur	 became	 a	 mark	 for																																																									146	Türk,	Clavier	School,	328.	147	They	were	used	to	note	the	legato	touch.	148	Türk,	Clavier	School,	330–331.	For	further	explanations	on	phrasing,	phrase	sections	and	use	of	punctuation	in	music	see	Türk,	Clavier	School,	332–336.	149	A	synonym	I	will	be	using	 in	the	text	 for	musical	phrasing	 is	 formal	articulation,	which	has	to	be	set	aside	from	the	regular	articulation	discussed	in	the	previous	chapter.	Formal	articulation	refers	to	the	subdivision	of	a	musical	discourse	into	sentences	(periods,	motives	and	phrases)	and	the	ability	of	the	performer	to	play	them	correctly.	
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phrasing	as	well,	helping	 the	musician,	 alongside	harmonic,	 rhythmic	and	melodic	analysis,	 to	 phrase	 a	 musical	 work.	 The	 romantic	 generation	 of	 composers	 used	slurs	 extensively	 to	 indicate	phrasing.	According	 to	Rosenblum,	 this	usage	 started	with	Clementi,	since	he	was	the	first	one	to	mark	long	slurs	in	his	works,	although	in	his	 Introduction	 there	 is	 no	mention	 of	 phrasing	 apart	 from	 a	 list	 of	 accent	 signs	used	in	scores.150	Adam	 and	 Pleyel	 do	 not	 explain	 phrasing	 and	 accentuation	 at	 all	 in	 their	manuals.	 Hummel,	 on	 the	 other	 hand,	 treats	 the	 topic	 in	 the	 third	 book	 of	 his	
Méthode,	where	he	explains	the	way	to	help	pupils	 to	understand	and	practice	the	“intelligent	musical	phrasing”	in	a	piece:	To	understand	a	speech,	it	is	necessary	to	stress	specific	words	or	syllables;	it	 is	 the	 same	 in	 music,	 and	 it	 is	 precisely	 this	 natural	 feeling	 that	distinguishes	the	true	musician.	Having	noticed	that	students	often	lack	[this	feeling],	 I	 used	 the	 following	method	 to	 stimulate	 it	 in	 them,	 or	 at	 least	 to	give	 them	 some	 idea.	 I	 made	 them	 play	 through	 small	 phrases	 (4	 by	 4	measures)	of	a	piece	they	had	already	learned,	well	making	them	explain:	1.	What	notes	should	be	emphasized	more	than	others;	2.	What	are	the	places	whose	natural	feeling	would	give	rise	to	a	particular	expression;	3.	Which	lines	require	a	crescendo	or	diminuendo.	Having	acquired	the	knowledge	necessary	for	this	kind	of	analysis,	their	own	intelligence	and	the	example	of	the	best	virtuosos	will	do	the	rest.151	
																																																								150	See	 Sandra	 Rosenblum,	 163	 ff.	 She	 explains	 the	 difference	 between	 incise-slur,	mostly	common	in	the	classicism	and	long	slurs	and	phrase-slurs,	showing	a	shift	in	the	use	of	them	between	Mozart’s	use	and	Beethoven’s	use	of	different	slurs.		151 	Hummel,	 Méthode,	 452–453.	 Author’s	 translation,	 original	 French	 text:	 «	Pour	l’intelligence	d’un	discours,	 il	 est	nécessaire	d’appuyer	sur	certains	mots,	ou	sur	certaines	syllabes	 ;	 il	 en	 est	 de	même	en	musique,	 et	 c’est	 la	 précisément	 ce	 sentiment	 naturel	 qui	distingue	le	vrai	musicien.	Ayant	remarqué	qu’il	manque	souvent	aux	élèves,	j’ai	employé	la	méthode	suivante	pour	 l’éveiller	en	eux,	ou	du	moins	pour	 leur	en	donner	quelqu’idée.	 Je	leur	ai	fait	jouer	par	petites	phrases	(de	4	en	4	mesures)	un	morceau	qu’ils	avaient	déjà	bien	sous	les	doigts,	en	leur	faisant	expliquer	:		1.	Quelles	sont	les	notes	qui	doivent	être	accentuées	de	préférence	a	d’autres	;	
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	 In	 the	 third	volume	of	opus	500,	Czerny	dedicates	many	paragraphs	 to	 the	explanation	 of	 accentuation. 152 	He	 titles	 the	 section	 “On	 musical	 accents	 and	emphasis	 applied	 to	 single	 notes”.	 The	 motivation	 for	 treating	 the	 topic	 recalls	Türk’s:	It	is	known	that	every	language	consists	of	long	and	short	syllables;	that	is	to	say	of	such	as	are	to	be	pronounced	long	or	with	a	certain	degree	of	weight,	and	 on	 which	 the	 Accent	 comes;	 and	 of	 such	 as	 are	 sounded	 short	 and	without	any	pressure	or	emphasis.	With	musical	 ideas	 the	 case	 is	 much	 the	 same,	 as	 here	 also	 the	 emphasis	must	always	be	placed	on	the	proper	note.	And	though	in	music	the	place	of	this	 emphasis	 cannot	 be	 so	 exactly	 established	 by	 means	 of	 rules	 as	 in	language,	yet	we	are	so	far	guided	therein	by	a	natural	and	intuitive	correct	feeling	 of	 concord,	 of	 intelligibility,	 of	 Rhythm,	 and	 particularly	 of	 the	character	 of	 each	 individual	 passage,	 that	we	 seldom	 fail	 in	 rendering	 our	musical	declamation	sufficiently	intelligible	to	the	feelings	of	the	hearer.153		Czerny	acknowledges	the	fact	that	during	his	time	composers	were	very	precise	in	marking	the	notes	they	wished	to	underline,	and	that	the	first	duty	of	the	performer	was	and	 is	 to	 follow	 their	marks.	At	 the	 same	 time,	 since	 this	was	not	 always	 the	case,	and	 there	were	also	other	notes	 to	be	addressed	without	 the	need	of	special	notation,	 Czerny	 provides	 as	 usual	 a	 detailed	 list	 of	 cases	 where	 an	 accent	 or	 a	lingering	 can	 take	 place,	 which,	 with	 additional	 cases,	 mostly	 follows	 Türk’s	suggestions:	 longer	 notes;	 dissonances;	 downbeats	 (if	 they	 do	 not	 disrupt	 the	evenness	of	a	passage);	syncopations;	the	first	note	of	a	two-note	slur;	higher	notes																																																																																																																																																																						2.	 Quels	 sont	 les	 endroits	 sur	 lesquels	 leur	 sentiment	 naturel	 mettrait	 une	 expression	particulière	;	3.	Quels	sont	les	traits	dont	l’expression	exige	le	crescendo	ou	le	diminuendo.	Ayant	 acquis	 les	 connaissances	 nécessaires	 pour	 cette	 sorte	 d’analyse,	 leur	 propre	intelligence	et	le	modèle	des	meilleurs	virtuoses	feront	le	reste.	»	152	This	 is	mainly	 included	in	the	chapter	on	dynamics.	Czerny,	Piano-Forte	School,	Book	3,	Chapter	1,	“On	the	application	of	crescendo	and	diminuendo”.	153	Czerny,	Piano-Forte	School,	Book	3,	6.	
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in	a	passage;	the	highest	note	of	a	multi-note	chord;	long	notes	that	need	to	be	heard	for	 a	 long	 time.	 Furthermore,	 he	 points	 to	 the	 fact	 that,	 if	 the	 same	 melody	 is	repeated	more	than	once,	the	accentuation	and	sometimes	even	the	phrasing	can	be	changed	to	provide	variety	to	the	performance.	Correct	 phrasing	 of	 musical	 pieces	 is	 surely	 one	 of	 the	 most	 important	aspects	of	a	performance.	Although	it	is	not	treated	as	a	separate	chapter	in	Czerny’s	method,	 as	 it	 is	 in	 Türk’s,	 opus	 500	 is	 filled	 with	 references	 to	 it.	 As	 with	accentuation,	Czerny	relates	good	phrasing	to	the	use	of	crescendos	and	diminuendos	to	underline	the	opening	and	closing	of	a	musical	sentence	as	well	as	its	climax.	As	stated	in	the	beginning,	phrasing	is	the	expressive	aspect	that	all	the	other	musical	variables,	such	as	tempo,	dynamics	and	touch,	should	follow	in	order	to	be	directed	clearly	toward	the	musical	discourse.	Being	a	student	of	Beethoven,	who	was	always	very	 aware	 of	 the	 declamatory	 style	 in	 music,	 Czerny	 follows	 his	 master	 and	underlines,	as	we	will	see	 in	 the	 following	chapters,	 the	 importance	of	making	the	musical	discourse	as	clear	as	possible	to	the	listener.	
ORNAMENTATION	Up	 until	 early	 Classicism,	 ornamentation	 was	 one	 of	 the	 most	 important	topics	 covered	 by	 keyboard	 treatises.	 Keyboard	 players	 would	 distinguish	themselves	in	their	performances	for	their	ability	to	use	embellishments	more	than	anything	 else.	 This	 practice	 was	 closely	 related	 to	 the	 mechanical	 features	 of	keyboard	instruments	of	the	time,	which	did	not	allow	for	a	high	degree	of	dynamic	control,	to	sustain	and	connect	long	notes,	or	to	play	with	many	different	touches	as	
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on	 a	 nineteenth-century	 instrument.154	This	 stress	 on	 the	 ability	 to	 perform	 good	ornaments	led	performers	of	that	time	to	use	them	as	a	tool	to	enrich	compositions.	Thus,	 in	 Baroque	 and	 early	 Classical	 performance	 practice,	 it	 was	 not	 enough	 to	interpret	an	ornamental	sign	correctly,	but	one	was	supposed	to	use	ornamentation	appropriately	even	when	nothing	was	written	out.	Therefore,	 tutorials	of	 the	 time	focused	significantly	on	this	topic,	and	C.P.E.	Bach	and	Türk	are	still	among	the	most	important	writers	who	provide	us	with	a	complete	and	detail	description	of	how	to	perform	embellishments.	Introducing	his	chapter	on	ornamentation,	Bach	states:	They	 are,	 in	 fact,	 indispensable.	 Consider	 their	 many	 uses;	 they	connect	 and	 enliven	 tones	 and	 impart	 stress	 and	 accent;	 they	make	music	pleasing	and	awaken	our	close	attention.	Expression	is	heightened	by	them;	let	a	piece	be	sad,	joyful,	or	otherwise,	and	they	will	lend	a	fitting	assistance.	Embellishments	provide	opportunities	for	fine	performance	as	well	as	much	of	 its	 subject	matter.	 They	 improve	mediocre	 compositions.	Without	 them	the	best	melody	is	empty	and	ineffective,	the	clearest	content	clouded.155		However,	 the	 importance	 given	 to	 ornamentation	 changed	 along	 with	 the	improvements	made	to	the	instruments,	and	with	the	change	of	taste	that	came	with	the	stylistic	progression	from	the	Baroque	and	early	Classical	era	to	late	Classicism	and	Romanticism.	Towards	 the	end	of	 the	eighteenth-century	ornaments	began	 to	be	 mostly	 written	 down	 if	 needed,	 and	 the	 player	 was	 supposed	 to	 interpret	correctly	 what	 the	 composer	 notated	 in	 his	 scores,	 rather	 than	 to	 improvise	 or	interpret	them	in	his	own	way,	making	exceptions	for	cadences.																																																										154	As	mentioned	by	C.P.E.	Bach,	 the	clavichord	was	among	all	of	 them	an	 instrument	 that	was	 able	 to	 produce	 different	 dynamics	 and	 tones	 gradation,	 but	 it	 was	 not	 suitable	 for	concerts	because	of	its	general	soft	sound.	155	Bach,	Essay,	79.	
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Looking	at	the	number	of	pages	devoted	to	the	topic	in	the	different	treatises	analyzed	so	far,	this	change	of	trend	becomes	evident.	Among	the	earlier	treatises,	C.P.E.	 Bach	devotes	 a	whole,	 long	 chapter	 (67	pages)	 out	 of	 seven	 chapters	 of	 his	tutorial	to	the	explanation	of	embellishments,	while	Türk	devotes	three	chapters	out	of	 six	 to	 the	 topic	 (chapters	 three,	 four	 and	 five	 respectively:	 Appoggiaturas	 and	
Terminations,	 Essential	 Ornamentation	 and	 Extemporaneous	 Ornamentation).	 In	comparison,	 there	 are	 substantial	 differences	 in	 the	 next	 generation	 of	 treatises:	Pleyel-Dussek’s	 method	 devotes	 just	 two	 pages	 out	 of	 121	 pages	 to	 explain	 the	resolution	of	a	few	ornamental	signs.	Adam	and	Lachnith’s	manual	devotes	six	pages	of	 fingered-exercises	 in	 Part	 A	 to	 show	 the	 fingering	 of	 the	 most	 common	ornaments,	and	Adam	explains	 them	briefly	 in	 the	eighth	article	of	his	Méthode	de	
Conservatoire.	Clementi,	 in	 line	with	his	 concise	 style,	 gives	a	brief	 list	of	different	ornamental	signs	and	their	resolutions	in	just	two	pages	of	the	Introduction.	Müller	devotes	to	the	subject	only	a	fifteen-page	chapter	out	of	a	three-hundred	and	forty-page-long	book.	Hummel’s	chapter	on	ornamentation	is	more	extensive,	at	thirty-six	pages	 (it	 is	 the	 first	 chapter	 of	 the	 third	 part	 of	 his	 method),	 but	 it	 includes	 an	explanation	 of	 different	 signs	 and	 their	 resolutions	 together	 with	 exercises	 and	short	pieces	for	the	practice	of	embellishments.	Finally,	Hummel	implicitly	provides	an	effective	summary	of	what	happened	between	these	two	generations	of	treatises:		The	 ornaments,	 appoggiatura,	 small	 notes	 [gruppetto	 or	 mordents],	embellishments	are	essential	to	music,	to	[obtain]	the	closest	connection	of	the	sounds,	the	liaison	of	the	melody,	and	the	expression	and	beauty	of	the	performance	 [...]	 many	 have	 become	 unnecessary	 in	 today’s	 style,	 and	others,	 to	 be	 more	 precise,	 are	 fully	 written	 out	 with	 notes.	 I	 divide	 the	
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ornaments	into	two	classes:	those	that	are	indicated	by	symbols,	and	those	that	are	more	properly	written	out.156		While	 Hummel	 stresses	 ornaments’	 importance,	 as	 C.P.E.	 Bach	 did,	 he	 also	acknowledges	 the	 change	 that	 happened	 in	 their	 use	 between	 his	 time	 and	 the	music	 of	 the	 previous	 century.	 In	 addition,	 he	 gives	 a	 general	 classification	 of	 the	ornamental	 signs	 followed	 by	 many	 composers,	 which	 tracks	 Bach’s	 general	subdivision:	 ornaments	 indicated	 by	 conventional	 signs,	 which	 often	 are	made	 of	groups	of	notes;	and	ornaments	that	consists	of	single	or	a	very	limited	number	of	notes	 (no	more	 than	 three).	 By	Hummel’s	 time,	 this	 latter	 type	 of	 ornamentation	was	mostly	written	down	in	normal-size	notes.	The	embellishments	considered	by	tutorials	of	the	nineteenth	century	are:	
- Ornaments	using	specific	symbols:	mordent	(or	beat	as	called	by	Clementi),	turn	(or	gruppetto),	and	the	trill	(or	shake).	
- Long	 or	 short	 appoggiaturas,	 ether	 notated	 as	 such	 or	 fully	 written	 down.	According	 to	 Hummel,	 by	 his	 time,	 the	 short	 appoggiatura	 especially	 was	most	often	written	as	a	regular	note	or	notes.	According	to	all	the	tutorials,	the	trill	was	the	most	important	ornament	used	in	the	 nineteenth	 century.	 Unlike	 appoggiaturas,	 mordents	 and	 turns,	 which	 were	
																																																								156	Hummel,	 Méthode,	 402.	 Author’s	 translation,	 original	 French	 text	:	 «	Les	 ornemens,	appogiaturer,	 petites	 notes,	 agréments,	 sont	 indispensables	 dans	 la	 musique,	 pour	 la	connexion	 plus	 intime	 des	 sons,	 la	 liaison	 de	 la	 mélodie,	 l’expression	 et	 la	 beauté	 de	l’exécution	[…]	beaucoup	sont	devenus	inutiles	dans	le	style	d’aujourd’hui,	et	que	d’autres,	pour	plus	de	 sûreté,	 s’écrivent	 amitenant	 en	 toutes	notes.	 Je	divise	 les	ornemens	en	deux	classes	 :	 ceux	 qu’on	 indique	 par	 des	 signes,	 et	 ceux	 qu’on	 écrit	 plus	 convenablement	 en	notes.	»	
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usually	covered	by	just	a	few	guidelines,	the	trill	was	discussed	in	depth,	and	it	was	recommended	 to	 start	 its	 practice	 early	 in	 training,	 in	 order	 to	 develop	 trills	 that	were	 beautiful	 and	 effective.	 This	 was	 because	 trills	 were	 more	 and	 more	incorporated	into	the	repertoire.	Beethoven	in	his	piano	music	makes	ample	use	of	long	trills,	double-trills,	trills	and	melodies	played	in	the	same	hand.	In	the	romantic	repertoire	its	use	was	widely	spread.	Hummel	notices	the	difficulty	of	playing	well	trills	and	the	importance	of	practicing	them	constantly:	
Of	 all	 the	 ornaments,	 the	 trill,	which,	 according	 to	 the	 case,	 can	 be	 played	with	each	of	the	five	fingers,	is	the	most	difficult.	We	must	therefore	practice	it	 from	an	early	[stage],	because	 it	 is	only	a	perfectly	equal	elasticity	of	 the	terminal	phalanges	of	the	fingers	that	gives	a	fully	rounded	sound.157			He	also	provides	a	preparatory	exercise,	which	he	says	was	given	to	him	by	Mozart:	
Figure	5	Hummel,	Méthode,	p.	401		
	Afterwards,	he	gives	exercises	of	simple	trills,	double	trills	with	one	hand,	and	chord	trills	with	both	hands.	In	 the	Versuch,	Bach	explains	 the	 trill,	 but	 there	are	no	examples	of	double	trills,	 trills	with	melodies	underneath,	or	 chains	of	 trills.	Türk’s	explanation	 in	 the																																																									157 	Hummel,	 Méthode,	 402.	 Author’s	 translation,	 original	 French	 text:	 «	De	 tous	 les	ornements,	le	trille	qui	se	fait,	selon	les	cas,	avec	chacun	des	cinq	doigts,	est	le	plus	difficile.	Il	 faut	donc	 l’exercer	de	bonne	heure,	car	ce	n’est	qu’une	élasticité	parfaitement	égale	des	dernières	phalanges	des	doigts,	qui	lui	donne	de	la	rondeur.	»	
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Klavierschule	is	more	detailed.	He	offers	examples	of	double	trills	in	thirds,	chains	of	trills	 and	 trills	 with	 additional	 notes	 played	 in	 the	 same	 hand,	 although	 they	 are	shorter	 compared	 to	 the	performance	practice	of	 the	 latter	 generation.	Adam	and	Lachnith’s	manual	 gives	 fingered-exercises	 for	double	 trills	 of	 thirds	 and	 sixths	 in	addition	to	trills	with	melodies	in	the	same	hand.	Czerny,	in	book	one	of	opus	500,	devotes	a	whole	chapter	exclusively	to	the	trill	 and	 its	 different	 combinations	 He	 too	 gives	 specific	 exercises	 to	 improve	practice.	 Through	 his	 words,	 the	 importance	 of	 this	 embellishment	 is	 clear:	 “The	Shake	 is	 one	 of	 the	 most	 usual	 and	 beautiful	 graces	 in	 music,	 and	 the	 finished	execution	 of	 it,	 does	 no	 small	 credit	 to	 the	 Player.”158	The	 selection	 of	 pieces	 he	discusses	 in	 the	 fourth	 book	 of	 his	 manual,	 which	 includes	 all	 piano	 works	 by	Beethoven	 and	 some	 of	 Liszt’s	 works	 as	 well,	 requires	 a	 high	 control	 of	 the	 trill.	Hence,	 in	 order	 to	 gain	 proficiency,	 it	 is	 necessary	 to	 train	 a	 student	 from	 the	beginning	to	play	all	different	kinds	of	trills	evenly	and	expressively.159			This	brief	overview	on	ornamentation	focuses	on	the	change	in	relevance	of	the	 subject	 in	 tutorials,	 and	 was	 meant	 to	 highlight	 what	 was	 inherited	 by	nineteenth-century	 composers	 from	 their	 predecessors,	 and	 what	 was	 not.	However,	 it	 is	 worth	 noticing	 that	 the	 use	 of	 ornamental	 figures	 in	 nineteenth-century	 repertoire	 also	 included	 the	 use	 of	 new	 figurations,	 such	 as	 scale-like	passages	 of	 short	 notes	 or	 filigree	 added	 to	 the	 main	 melody,	 especially	 in																																																									158	Czerny,	Piano-Forte	School,	Book	1,	171.	159	Czerny,	L’arte	di	eseguire	le	antiche	e	moderne	composizioni	per	pianoforte.	Supplemento	
al	Gran	Metodo	di	Pianoforte	op.	500,	(Milano:	Giovanni	Ricordi,	1846),	22.	
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composers	 such	 as	 Chopin	 or	 Liszt.	 Czerny	 points	 to	 the	 way	 of	 practicing	 and	performing	these	passages	 in	the	third	book	of	his	tutorial,	more	comprehensively	than	Hummel.	He	devotes	a	specific	section	of	the	book	(chapter	four)	to	explain	the	embellishments	 used	 to	 enrich	 melodies,	 especially	 in	 the	 right	 hand,	 and	 also	shows	example	of	it	in	specific	repertoire	pieces	chosen	for	the	Supplement.160		
USE	OF	PEDALS	At	the	end	of	the	eighteenth	century,	there	were	several	pedals	available	on	fortepianos	and	pianos.	The	exact	number	and	combination	of	pedals	depended	on	the	 instrument,	 on	 its	 size,	 the	 country	 it	 was	 built	 in,	 and	 the	 company	 that	manufactured	it.	The	most	common	pedal,	the	damper	or	forte	pedal,	was	present	in	all	of	the	instruments,	either	as	a	knee-lever	or	as	a	foot	pedal.	In	addition,	the	piano	pedal,	 the	 una	 corda	 pedal,	 and	 the	 lute	 and	 harp	 stops	were	 common	 in	 pianos.	However,	alongside	the	most	common,	many	others	were	available.161	In	the	Versuch,	C.P.E.	Bach	expresses	already	his	appreciation	for	the	use	of	the	damper	action,	although	he	does	not	teach	how	and	where	to	use	it:	The	best	instrument	for	our	purpose	[improvisation]	are	the	clavichord	and	pianoforte.	Both	can	and	must	be	well	tuned.	The	undamped	register	of	the	pianoforte	 is	 the	most	 pleasing	 and,	 once	 the	 performer	 learns	 to	 observe	the	 necessary	 precautions	 in	 the	 face	 of	 its	 reverberations,	 the	 most	delightful	for	improvisation.162		
																																																								160	See	Czerny,	Book	3,	Chapter	4	and	Supplemento,	Chapter	1.	161	For	a	complete	overview	of	the	pedals	used	in	different	countries	and	by	different	piano	manufactures	 see	Rosamond	E.M.	Harding,	The	Piano-Forte.	Its	History	Traced	to	the	Great	
Exhibition	of	1851,	(Cambridge	University	Press,	1978),	69–72;	94–104;	112–150.	162	Bach,	Essay,	431.	Türk	does	not	discuss	the	topic	in	his	tutorial.	
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Signs	 of	 pedal	 markings	 are	 present	 in	 early	 works	 by	 Clementi	 and	 Haydn.163	Interestingly,	early	examples	of	pedal	markings	at	the	beginning	of	the	Classical	era	were	mostly	related	to	specific	effects	that	the	composers	wanted	to	obtain	in	their	works	rather	than	the	creation	of	a	consistent	texture.	164	In	 addition	 to	 the	 special	 effects	 explicitly	 required	 by	 composers	 and	marked	with	the	pedals,	there	are	also	records	of	a	more	extended	use	of	the	pedal	when	 it	was	not	notated.	For	 instance,	Czerny	mentions	Dussek	as	one	of	 the	 first	performers	and	composers	 to	use	pedals	and	among	 the	musicians	who	helped	 to	spread	its	use165.	Dussek	however	does	not	discuss	the	topic	in	his	manual,	nor	does	Pleyel	 in	 the	 later	 revision	 of	 Pleyel-Dussek’s	method.	 This	 leads	 to	 the	 idea	 that,	although	Dussek	was	using	pedals	in	his	playing,	he	did	not	consider	it	essential	to	teach	pedal	technique	to	students,	at	least	at	the	beginning-intermediate	level.	Clementi	 too	does	not	mention	 the	use	of	pedals	 in	 the	 first	 editions	of	his	tutorial.	 He	 writes	 about	 it	 only	 in	 the	 fifth	 edition	 of	 the	 Introduction,	 in	 1811,	although	he	 indicated	 its	usage	earlier	 in	his	composed	works.	This	might	support	the	idea	that	at	the	beginning	pedals	were	an	additional	tool	to	obtain	special	results	in	performance,	but	their	use	was	not	required,	and	the	beginning	and	intermediate	student	was	particularly	not	supposed	to	practice	and	use	them.																																																									163	Clementi	used	 them	as	early	as	1798,	Haydn	used	 them	later	 in	his	 life	and	he	marked	them	in	his	scores	only	twice.	Both	examples	can	be	found	in	his	Sonata	in	C	major,	Hob.	50.	164	This	is	reported	by	Sandra	Rosenblum,	Performance	Practice,	103–104.	165	Czerny,	L’arte	di	eseguire	le	antiche	e	moderne	composizioni	per	pianoforte.	Supplemento	
al	Gran	Metodo	di	Pianoforte	op.	500,	 (Milano:	 Giovanni	 Ricordi,	 1846),	 61.	 There,	 Czerny	states	 that	Mozart	 didn’t	 use	 it	 and	 Clementi	 applied	 it	 only	 later	 in	 his	 works,	 whereas	Beethoven,	Dussek	and	Stebelt	were	among	the	first	once	to	make	a	large	use	of	it.	
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Among	the	tutorials	and	authors	compared	here,	Adam	is	 the	 first	one	who	talks	 extensively	 about	 pedals.166	In	 his	Méthode	 de	 Conservatoire	 he	 explains	 the	four	 different	 pedals	 available	 on	 French	 grand	 pianos	 at	 the	 time	 and	 their	function.	167	By	 Hummel’s	 time,	 pedals	 were	 extensively	 employed,	 but	 Hummel	himself	was	known	to	be	quite	conservative	in	their	usage	and,	in	fact,	he	mentions	them	 only	 briefly.	 Czerny,	 instead,	 devotes	 a	 whole	 chapter	 of	 opus	 500	 to	 the	subject,	describing	their	use	in	detail.	168	Adam	reports	 the	usage	of	 the	 following	pedals:	 the	damper	or	 forte	pedal;	the	piano	pedal	(jeu	celeste);	the	lute	or	harp	pedal	(jeu	de	lute	or	jeu	de	harp);	and	the	 una	 corda	(addressed	 by	 him	 as	 the	 fourth	 pedal	 on	 a	 grand	 piano).	Hummel	speaks	about	 the	 forte	pedal	and	the	piano	pedal,	 there	 is	no	reference	 to	 the	una	corda.	Czerny	explains	the	use	of	damper,	piano	and	una	corda.169				As	stated	above,	pedals	at	the	time	were	used	mostly	for	special	effects,	and	Adam,	Czerny	and	Hummel	all	 agree	 that,	 if	 on	one	hand	pedals	 are	an	 important	mean	 to	 enrich	 the	 performance,	 on	 the	 other	 hand	performers	 should	 not	 abuse	their	use.	Adam	writes:	We	know	that	a	few	people,	by	a	blind	attachment	to	the	old	school,	because	of	 a	 misplaced	 self-,	 had	 forbidden	 the	 use	 [of	 the	 pedals]	 and	 called	 it	charlatanism,	 [and]	 we	 respect	 their	 opinion,	 when	 addressed	 to	 those	performers	who	use	pedals	to	 impress	those	ignorant	of	music,	or	to	cover																																																									166	Türk,	Pleyel	and	Müller	do	not	discuss	the	use	of	pedals	in	their	works.	167	There	is	no	discussion	of	pedal	markings	in	Adam	and	Lachnith’s	method.	168	Czerny,	Book	3,	Chapter	Six.	169	Adam,	Méthode	 de	 Conservatoire,	 218	 ff.	 Hummel,	Méthode,	160	 ff.	 Czerny,	 Piano-forte	
School,	Book	3,	56	ff.	
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the	mediocrity	 of	 their	 talents;	 but	 those	 who	 use	 it	 only	 to	 beautify	 and	support	 sounds	 of	 a	 beautiful	 melody	 and	 a	 beautiful	 harmony,	 certainly	deserve	the	approval	of	real	connoisseurs.170		And	Hummel	agrees:	Even	if	the	true	artist	has	no	need	to	use	the	pedals	to	touch	his	audience,	it	would	be	unfair	 to	reject	 them	entirely;	because	the	[pedal]	 that	raises	 the	dampers	 [forte	 pedal	or	 damper	 pedal]	 and	 the	 jeu	 celeste	 are	 sometimes	taken	advantageously	to	vary	the	effect;	but	they	should	be	taken	mainly	in	the	slow	movements,	or	 in	places	where	the	chords	do	not	change	too	fast.	Other	pedals	are	 superfluous,	 and	have	no	value	 for	 the	performer	nor	 for	the	instrument.171		 Hence,	according	to	Hummel	—	and	Czerny	—	a	good	pianist	does	not	need	any	 special-effect	 pedal	 in	 his/her	 performance,	 even	 if	 Czerny,	 as	 opposed	 to	Hummel,	makes	extensive	use	of	the	una	corda:	“All	other	pedals,	as	the	fagotto	and	
harp	pedals,	or	the	drum	and	bells,	or	triangle,	&c.	are	childish	toys	of	which	a	solid	Player	will	disdain	to	avail	himself.”172	Despite	 all	 these	 subtle	 differences,	 in	 each	 treatise	 the	 discussion	 focuses	mainly	 on	 the	 use	 of	 the	 damper	 pedal,	 being	 the	 most	 frequently	 employed.	Hummel,	Czerny	and	Adam	agree	 that,	even	 if	 the	damper	 is	called	 forte	pedal,	 its																																																									170	Adam,	Méthode	de	Conservatoire,	218.	Author’s	 translation,	original	 text:	 «	Nous	 savons	que	 quelques	 personnes	 par	 un	 attachement	 aveugle	 a	 la	 vieille	 routine,	 par	 un	 amour	propre	mal	entendu,	en	proscrivent	l’usage	et	le	traite	de	charlatanisme,	nous	serons	de	leur	avis,	 lorsqu’ils	 feront	ce	reproche	à	ces	exécutants	qui	ne	se	servent	des	pédales	que	pour	éblouir	 l’ignorant	 en	musique,	 ou	 couvrir	 la	médiocrité	de	 leur	 talent;	mais	 cet	qui	ne	 les	emplument	qu’à	propos	et	pour	embellir	et	soutenir	les	sons	d’un	beau	chant	et	d’une	belle	harmonie,	ne	méritent	certainement	que	l’approbation	des	véritable	connaisseurs.	»	171	Hummel,	Méthode,	460.	Author’s	translation,	original	French	text:	«	Quoique	le	véritable	artiste	 n’ait	 besoin	 d’aucune	 pédale	 pour	 toucher	 ses	 auditeurs,	 il	 serait	 injuste	 de	 les	rejeter	 entièrement	 ;	 car	 celle	 qui	 lève	 les	 étouffoirs	 et	 celle	 du	 jeu	 céleste	 se	 prêtent	quelquefois	 avec	 avantage	 pour	 varier	 les	 effets	 ;	 mais	 elles	 s’employant	 principalement	dans	 les	mouvements	 lents,	 et	dans	 les	endroits	où	 les	accords	ne	changent	pas	 trop	vite.	Les	 autres	 pédales	 sont	 superflues,	 et	 n’ont	 de	 valeur	 ni	 pour	 l’exécutant	 ni	 pour	l’instrument.	»	172	Czerny,	Piano-Forte	School,	Book	3,	65.	
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purpose	is	not	only	and	always	to	sustain	forte	passages,	but	it	can	be	used	in	both	forte	 and	 piano	 passages	 and	 for	 different	 specific	 effects.	 In	 general,	 the	 first	common	rule	is	that	the	forte	pedal	must	be	used	in	accordance	with	the	harmony,	avoiding	blurring	of	harmonies,	unless	required	by	the	composer.	This	pedal	is	also	especially	 useful	 when	 the	 composer	 requires	 holding	 long	 notes	 in	 the	 bass.	Nonetheless,	 due	 to	 this	 practice,	 there	 is	 sometimes	 the	 necessity	 of	 mixing	different	harmonies.	In	Adam’s	examples	for	pedaling,	there	are	instances	of	mixed	I	and	V	 harmonies	 over	 the	 same	bass,	 and	Hummel	 shows	 this	 possibility	 as	well.	Czerny	 points	 to	 two	 options	 for	 holding	 the	 pedal	 for	 long	 passages.	 in	 the	 first	case,	 the	 melody	 moves	 stepwise	 and	 is	 played	 in	 the	 high	 register.	 The	 second	occurs	 over	 the	 same	bass	note	with	 changing	harmonies	 if	 the	passage	 is	 played	very	softly.		Nevertheless,	the	authors	agree	that	clarity	is	the	general	rule,	and	the	pedal,	 unlike	 what	 often	 happens	 nowadays,	 should	 not	 be	 employed	 to	 obtain	
legato,	unless	it	is	impossible	to	do	it	with	the	sole	use	of	fingers.		A	 common	 use	 of	 the	 damper	 pedal	 addressed	 by	 the	 three	 composers	 to	achieve	a	special	effect	is	the	tremolo.	In	particular,	both	Adam	and	Czerny	suggest	to	combine	 it	with	 the	piano	pedal	 in	order	 to	obtain	 the	sound	of	a	 “far	 thunder-storm”.173		 	
																																																								173	Czerny,	Piano	Forte	School,	 Book	 3,	 65.	 Adam,	Méthode	de	Conservatoire,	 220.	 Hummel	shows	 the	use	of	damper	pedal	 in	 tremolando	 passages	 in	his	 examples	 as	well.	Hummel,	
Méthode,	460.	
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Figure	6	Czerny,	Piano-Forte	School,	Book	3,	p.	65	
	Another	 important	 pedal	 that	 became	 increasingly	 used	 in	 the	 nineteenth	century	and	that	Czerny	and	Adam	both	discuss	 in	 their	 tutorials	 is	 the	una	corda	pedal.	 Adam	 suggests	 its	 use	 in	 crescendo,	 diminuendo	 and	 piano	 passages.174		Czerny	 suggests	 it	 for	dolcissimo	 and	 delicate,	mostly	 legato	 passages,	 and	 says	 it	should	be	avoided	in	forte	passages.	In	addition,	he	proposes	to	use	it	together	with	the	damper	pedal	in	some	arpeggiated	passage.	A	key	point	that	he	makes	has	to	do	with	the	importance	of	using	the	una	corda	only	when	its	specific	sound	is	required,	and	not	for	a	general	piano	sound:	The	most	beautiful	and	honorable	kind	of	piano	will	always	be	that	which	is	produced	 by	 the	 fingers	alone,	 and	 by	 a	 light	 and	 delicate	 touch;	 and	 it	 is	only	 in	 a	 few	passages,	 very	 rich	 in	melody,	 that	 it	 is	 desirable	 to	 use	 this	pedal	in	order	to	produce	another	species	of	tone.175		The	last	pedal	mentioned	by	Czerny,	Adam,	and	Hummel	as	well,	is	the	piano	pedal	 or	moderator.176	Adam	 recommends	 its	 use	 only	 for	 piano	 passages	 and,	 as	mentioned	 above	 for	 the	 tremolo	 passages,	 in	 addition	 to	 the	 damper	 pedal.	 This	
																																																								174	At	 the	 time	those	composers	were	writing,	 the	una	corda	mechanism	was	able	 to	 truly	shift	 gradually	 from	 all	 the	 strings	 to	 just	 one	 strings,	 allowing	 for	 a	 gradual	 change	 in	sound.		175	Czerny,	Piano-Forte	School,	Book	3,	65.		176	The	Una	Corda	was	designed	to	change	the	sound	of	the	instrument	to	a	sweeter	sound.	The	Moderator	or	Piano	Pedal,	instead,	was	used	to	lower	the	sound’s	volume.	
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latter	use	is	the	only	one	mentioned	in	Czerny.	Hummel,	although	he	does	not	write	any	specific	guidelines	for	this	pedal,	marks	it	in	the	pp	passages	of	the	example	he	provides.177	In	conclusion,	Czerny	is	the	most	complete	and	detailed	in	his	discussion	of	pedals.	 The	 reasons	 are	 several:	 for	 one	 thing,	 it	 was	 the	 last	 tutorial	 to	 be	completed;	for	another,	this	was	due	to	the	influence	Beethoven	and	his	music	had	on	 Czerny’s	way	 of	 using	 the	 pedals.	 Also,	 as	 the	 repertoire	 discussed	 in	 the	 first	chapter	 of	 the	 Supplement	 shows,	 Czerny	 underlines	 the	 pedal’s	 usefulness	 to	connect	melodic	lines,	when	it	is	not	possible	to	do	it	with	fingers	only.	However,	it	is	always	important	to	avoid	any	overuse	of	it.	Chapter	eight	of	this	study	will	briefly	refer	 to	 this	 topic,	 in	connection	with	Czerny’s	explanation	of	playing	melodic	and	cantabile	musical	lines.		
MUSIC	STYLES	AND	REPERTOIRE	AS	PRESENTED	IN	TUTORIALS	Although	 repertoire	 is	 not	 a	 concept	 directly	 applicable	 to	 an	 expressive	musical	 performance,	 the	 style	 of	 playing	 is.	 The	 specific	 repertoire	 chosen	 in	method	books	can	be	closely	related	 to	expressive	playing	and	good	performance,	since	 it	 is	 in	musical	works	 that	 the	guidelines	given	 in	 tutorials	are	applied,	even	more	so	if	pieces	of	music	are	related	to	the	explanation	of	a	specific	style.		It	 is	 generally	possible	 to	distinguish	 three	different	 approaches	 in	method	books.	Tutorials	that	do	not	provide	either	exercises	or	pieces	(this,	for	example,	is	the	case	in	Türk);	tutorials	that	add	to	their	work	an	appendix	with	examples	or	a																																																									177	Hummel,	Méthode,	461.	
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collection	 of	 short	 pieces,	 as	 in	 C.P.E.	 Bach’s	 Versuch;	and	 tutorials	 made	 of	 both	exercises	 and	 pieces,	 as	 is	 the	 case	 for	 Pleyel,	 Adam,	 Hummel	 and	 Clementi’s	treatises.	In	addition	to	the	exercises	in	Pleyel-Dussek,	there	is	a	collection	of	short	lessons	written	by	Pleyel	himself,	as	Bach	did	with	the	lessons	in	his	manual.	Adam	and	Clementi	 incorporated	several	pieces	by	other	composers	 in	 their	 treatises,	 in	addition	to	their	exercises	and	their	own	short	compositions.	The	 presence	 of	 repertoire	 pieces,	 however,	 seems	 unrelated	 to	 the	likelihood	 of	 a	 discussion	 on	 style.	 The	 books	 of	 Adam-Lechnith	 or	 Clementi,	 for	instance,	 only	 provide	 pieces	 to	 show	 examples	 of	 good	 fingering	 and	 to	 give	students	 the	possibility	 to	 apply	 rules	 concerning	 technique,	dynamics	 and	 tempo	discussed	 in	 their	methods.	 In	 Türk,	 instead,	 style	 is	 a	 relevant	 topic	 early	 on,	 as	proven	 by	 the	 fact	 that	 he	 devotes	 a	 good	 amount	 of	 his	 writing	 describing	 the	importance	of	knowing	and	understanding	the	different	styles	of	each	composition	and	 composer,	 pointing	 out	 the	 importance	 of	 having	 students	 perform	works	 of	different	composers	to	develop	a	good	sense	of	style.	Interestingly,	though,	he	does	not	provide	specific	pieces	as	examples,	and	lets	the	teacher	look	for	works	that	can	suit	the	pupil	and	can	help	him/her	develop	good	musical	taste.		Explaining	 the	 different	 styles,	 Türk	 says	 that	 it	 is	 important	 at	 first	 to	recognize	 the	 “national	 style”	 of	 a	 specific	 composer	 and	 composition	 and	 “the	instrument	for	which	the	composition	is	written.”178	
																																																								178	Türk,	Clavier	School,	347–348.	
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A	composition	which	has	been	written	in	the	Italian	national	taste	requires	in	general	a	medium	(between	heavy	and	light)	execution.	The	performance	of	 a	 French	 composition	 must	 be	 lighter.	 On	 the	 contrary,	 the	 works	 of	German	 composers	 for	 the	 most	 part	 demand	 a	 heavier	 and	more	 robust	execution.	 In	 the	 same	 way	 the	 style	 of	 a	 composer	 also	 presumes	 an	individual	mode	of	treatment.	A	composition	of	Handel,	Sebastian	Bach,	etc.	must	 be	 given	 a	 more	 emphatic	 execution	 than,	 for	 example,	 a	 modern	concerto	of	Mozart	or	Kozeluch,	among	others.	Sonatas	for	the	harpsichord	do	 not	 require	 the	 heavy	 execution	 which	 is	 taken	 for	 granted	 for	 those	composed	for	the	clavichord	by	C.P.E.	Bach.179		In	addition,	in	the	supplement	to	his	treatise,	he	describes	different	music	forms	and	their	styles,	and	makes	another	subdivision	between	church	style,	theater	style	and	
chamber	style.	Also,	 C.P.E.	 Bach,	 in	 the	 Versuch,	 mentions	 the	 importance	 of	 having	 the	student	perform	pieces	 in	different	styles	and	by	different	composers,	but	he	does	not	give	any	additional	explanation	on	styles,	nor,	as	said	above,	does	he	report	on	pieces	by	different	composers	of	his	or	previous	times.	Adam,	 in	 the	Méthode	de	Conservatoire,	 gives	 a	 description	 of	 the	 different	styles	 of	 composition,	 and	 also	 provides	 a	 collection	 of	 pieces	 to	 help	 students	understand	 the	 different	 schools,	 along	 with	 his	 own	 compositions.	 The	 authors	chosen	are:	Handel	and	J.S.	Bach	mostly	 for	the	“serious	style”,	Mozart,	C.P.E.	Bach	and	Domenico	Scarlatti	for	their	Sonatas,	and	a	Toccata	by	Clementi.	He	stresses	the	importance	of	giving	the	correct	expression	to	each	composition:	“We	already	have	mentioned	 that	each	author	has	his	own	style;	he	who	wants	 to	play	 the	music	of	Clementi,	Mozart,	Dussek,	Haydn	in	the	same	way	will	wipe	out	the	whole	effect.”180		
																																																								179	Türk,	Clavier	School,	352.	180	Adam,	Méthode	de	Conservatoire,	 234.	Author’s	 translation,	 original	 text	 :	 «	Nous	 avons	
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Finally,	 Hummel’s	 treatise	 incorporates	 mainly	 short	 and	 some	 longer	exercises	written	by	him,	but	he	strongly	recommends	studying	short	compositions	by	different	composers	in	order	to	reinforce	the	student’s	ability	to	follow	dynamics,	articulations	and	correct	tempo,	in	addition	to	training	the	fingers.	Nevertheless,	he	strongly	discourages	 the	 teacher	 from	giving	students	pieces	derived	 from	operas,	ballets,	dances	or	orchestral	pieces.	According	to	Hummel,	works	not	written	for	the	piano	will	not	develop	good	habits	in	the	hands	and,	in	particular,	they	will	not	help	the	 development	 of	 the	 left	 hand.	 Because	 of	 this,	 classical	 pieces	 are	 to	 be	preferred.181	The	second	part	of	Hummel’s	method	consists	primarily	of	 finger	exercises.	Only	 in	 the	 tenth	 chapter	 does	 Hummel	 provide	 examples	 of	 the	 “serious	 style”,	incorporating	works	by	J.S.	Bach,	Handel	and	himself.	In	the	last	part,	he	avoids	any	discussion	on	style,	and	musical	examples	of	serious	pieces	are	from	his	own	music,	such	as	a	short	extract	from	the	Concerto	in	A	minor,	op.	85,	and	the	“Adagio”	of	his	Piano	Sonata,	op.	106.	Neither	music	by	other	composers	nor	examples	 from	their	compositions	are	discussed,	nor	 is	a	more	general	discussion	on	style	 included,	as	was	done	by	Türk.																																																																																																																																																																						déjà	dit	que	chaque	auteur	a	son	style	particulier	;	celui	qui	voudroit	exécute	la	musique	de	Clementi,	Mozart,	Dussek,	Haydn,	de	la	même	manière,	en	détruirait	tout	l’effet.	»	181	Hummel,	 Méthode,	 103:		 «	Comme	 le	 travail	 non	 interrompu	 des	 études	 précédents	pourrait	affaiblir	le	zèle	de	l’élève,	je	conseille	d’y	mêler	de	temps	en	temps	d’autres	petites	compositions	agréables;	seulement	on	évitera	ces	sortes	de	bagatelles	tirées	d’opéras	ou	de	ballets,	ainsi	que	les	ouvertures,	danses	&c,	qui,	n’étant	pas	composées	spécialement	pour	le	Piano,	 ne	 forment	 ni	 les	 mains	 ni	 les	 doigts	 laissent	 surtout	 la	 main	 gauche	 se	 négliger,	gâtent	 le	 sentiment	 pour	 les	 véritables	 compositions	 du	 Piano,	 et	 empêchent	 par	conséquent	les	progrès	qu’on	obtiendrait	par	l’étude	de	pièces	plus	classiques.	»	
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Coming	now	to	Czerny,	he	states	that:	Nothing	is	more	important	for	the	Teacher	than	to	form	and	develop	as	soon	as	possible	 the	 taste	 of	 his	 Pupil.	 This	 cannot	 be	 accomplished	 in	 any	way	better	than	by	a	good	choice	of	pieces.182			Thus,	from	the	beginning,	a	student	is	supposed	to	confront	pieces	in	different	styles	and	 by	 different	 composers.	 Czerny	 underlines	 the	 importance	 to	 give	 pupils	different	etudes	and	exercises	to	practice,	and	the	first	two	volumes	of	his	method	are	full	of	exercises	expressly	composed	by	him	for	this	aim.	However,	he	also	says	that	 scales	 are	 at	 all	 times	 the	 best	 exercise,	 and	 that	 students	 should	 not	 be	overloaded	with	 etudes,	 since	 any	 good	 piano	 piece	 is	 already	 an	 etude.	 For	 this	reason,	 it	 is	 important	 that	 the	 teacher	 choose	 good	 repertoire	 for	 the	pupil.	 Like	Hummel,	he	discourages	the	use	of	reductions	from	orchestral	and	opera	pieces.	At	the	same	time,	Czerny	acknowledges	that	by	his	time	the	piano	repertoire	was	filled	with	 pieces	 based	 on	 famous	 melodies	 from	 other	 musical	 genres,	 but	 written	explicitly	for	that	instrument,	which	could	please	the	pupil	and	be	at	the	same	time	a	good	training	for	the	hands.	At	the	very	end	of	the	book,	he	gives	a	list	of	works	he	wrote	 for	 beginners	 and	 intermediate	 students,	 in	 case	 some	 teachers	 might	 be	interested	in	looking	at	them.	This	is	the	only	time	he	refers	to	his	own	works,	but	he	never	provides	examples	and	suggestions	of	pieces	taken	from	his	serious	music.	In	 the	 third	 book	 of	 opus	 500,	 Czerny	 becomes	 more	 detailed	 about	 the	different	 musical	 styles.	 First,	 he	 provides	 an	 overview	 on	 how	 to	 perform	 slow	movements	(chapter	eight),	pieces	in	brilliant	style	(chapter	nine),	impassioned	and																																																									182	Czerny,	Piano-Forte	School,	Book	1,	216.	
		99	
characteristic	 composition	 (chapter	 ten),	 and	 pieces	 in	 serious	 style	 (chapter	eleven).	Then,	he	discusses	the	style	of	different	composers,	subdividing	them	into	six	 different	 schools:	 Clementi’s	 School,	 Cramer	 and	 Dussek’s	 School,	 Mozart’s	School,	 Beethoven’s	 School,	 the	 new	 brilliant	 School	 (Hummel,	 Kalkbrenner	 and	Moscheles)	and	the	present	school,	which	 is	a	mixture	and	an	 improvement	on	all	the	 others	 (Thalberg,	 Liszt	 and	 Chopin).	 He	 describes	 each	 one	 of	 them	 and	concludes	the	chapter	stating:	From	this	historical	sketch,	the	reflecting	Pianist	will	easily	perceive	that	the	works	of	 each	Composer	must	be	executed	 in	 the	 style	 in	which	he	wrote;	and	that	the	performer	will	assuredly	fail,	if	he	attempts	to	play	all	the	works	of	the	Masters	above	named	in	the	self-same	style.	The	Player	who	desires	to	arrive	at	anything	like	perfection,	must	dedicate	a	considerable	 space	 of	 time	 exclusively	 to	 the	Compositions	 of	 each	Master	who	has	 founded	a	School;	 till	he	has	not	only	accustomed	his	mind	 to	 the	peculiar	style	of	each,	but	also,	till	he	is	enabled	to	remain	faithful	to	it,	in	the	mechanical	performance	of	 their	works'.	Thus,	 for	 example,	 the	quiet,	 soft,	and	heartfelt	elegance	with	which	the	Compositions	of	Dussek,	ought	 to	be	played,	 are	 not	 by	 any	 means	 sufficient	 for	 the	 execution	 of	 a	 work	 of	Beethoven's,	 or	 of	 a	 brilliant	 Composition	 of	 the	 present	 day:	 just	 as	 in	Painting	 there	exists	 a	 great	difference	between	Miniature,	Crayon,	Fresco,	and	Oil	painting.	183		 Like	 Hummel,	 in	 the	 first	 three	 volumes	 of	 his	 method	 Czerny	 does	 not	provide	examples	of	pieces	by	other	composers,	but	describes	 in	detail	and	insists	on	 the	 importance	 of	 practicing	 carefully	 the	 different	 style	 of	 each	 composer	 or	school.	 It	 is	 a	 peculiar	duty	of	 the	Teacher	 to	be	 free	 from	all	 prejudice	 in	 the	choice	of	his	music;	 and	never	 to	betray	an	exclusive	partiality	 for	 any	particular	style,	or	any	individual	Composer.	
																																																								183	Czerny,	Piano	Forte	School,	Book	3,	100.	
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He	should	be	acquainted	with	the	good	and	practically	useful	music	of	all	ages,	 all	 Schools,	 and	 of	 all	 good	 Composers;	 and	 know	 how	 to	 avail	himself	of	it	usefully,	and	to	bring	his	Pupils	acquainted	with	it.184			Nonetheless,	Czerny	does	not	stop	there	in	the	discussion	of	repertoire.	The	study	of	repertoire,	both	of	 the	old	masters	and	of	contemporary	composers,	 is	considered	by	him	as	essential	to	develop	a	good	musician.		In	addition,	he	refers	several	times	to	the	importance	for	a	good	teacher	to	be	up	to	date	on	the	current	works	and	to	practice	as	much	as	his	pupils185.	Thus,	a	few	years	after	the	publication	of	the	first	three	 books,	 he	 published	 the	 Supplement	 to	 his	 method,	 entirely	 devoted	 to	 the	study	of	 the	repertoire	of	 recent	composers,	of	Beethoven,	and	of	 compositions	 in	serious	style	(Bach,	Handel	and	classical	composers).	This	is	how	Czerny	justifies	its	necessity:	Since	 the	 publication	 of	 this	 method,	 piano	 performance	 underwent	different	changes	and	developed	some	new	effects.	This	is	because	each	new	rising	virtuoso,	any	new	 interesting	composition,	and	any	 improvement	on	the	 instrument	 offer	 the	 occasion	 of	 [setting	 new]	 rules	 and	 [make	 new]	observations,	which	were	impossible	to	make	before.	Thus,	in	the	following	chapters,	it	is	necessary	to	examine	all	the	proper	characters	of	the	modern	piano	school,	developed	thanks	to	the	work	of	the	current	virtuosi:	Thalberg,	
Liszt,	 Dholer,	 Chopin,	 Henselt,	 Willmers	 and	 others,	 in	 order	 for	 the	practitioners	 to	 move	 in	 accordance	 with	 the	 progress	 of	 the	 arts	 and	 to	properly	acquire	those	novelties.186		
																																																								184	Czerny,	Piano	Forte	School,	Book	3,	130.	185	Ibid.	186	Czerny,	L’arte	di	eseguire	le	antiche	e	moderne	composizioni	per	pianoforte.	Supplemento	
al	 Gran	 Metodo	 di	 Pianoforte	 op.	 500,	 (Milano:	 Giovanni	 Ricordi,	 1846),	 3.	 Author’s	translation,	original	 Italian	text:	 “Dalla	pubblicazione	di	questo	Metodo	 in	poi	 l’esecuzione	del	 pianoforte	 ha	 subito	 diversi	 cambiamenti	 ed	 acquistato	 alcuni	 nuovi	 effetti.	 Perocché’	ogni	nuovo	fiorente	virtuoso,	ogni	nuova	interessante	composizione,	ed	ogni	miglioramento	dello	 strumento	 offrono	 occasione	 di	 regole	 ed	 osservazioni,	 che	 prima	 era	 impossibile	d’avere	 fatte.	È	quindi	necessario	 che	nei	presenti	Capitoli	 addizionali	 vengano	esaminate	tutte	le	proprietà	ed	i	modi	d’esecuzione	della	scuola	moderna,	che	si	è	formata	per	mezzo	degli	attuali	fiorenti	artisti:	Thalberg,	Liszt,	Dhöler,	Chopin,	Henselt,	Willmers	ed	alcuni	altri,	
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All	 the	 exercises	 and	 technical	 teaching	 that	 Czerny	 provides	 through	 the	first	two	volumes	of	his	tutorial	are	indeed	a	preparation	to	the	third	book	and	its	focus	on	learning	to	play	expressively,	and	eventually	aiming	at	the	performance	of	the	 repertoire	 he	 discusses	 in	 the	 fourth	 book.	 Czerny	 is	 aware	 that	 technique	should	develop	from	the	necessities	of	the	repertoire,	and	not	the	other	way	around.	Thus,	exercises	and	etudes	should	help	the	performer	to	face	any	sort	of	difficulties	he	will	later	find	in	the	repertoire,	and	to	be	able	to	express	correctly	the	character	of	a	composition.	As	Oscar	Bie	suggests,	Czerny	is	a	“practical	historian”,	not	a	pure	theorist	of	piano	technique.		 	
																																																																																																																																																																					affinché’	 gli	 studiosi	 possano	 ognora	 camminare	 di	 pari	 passo	 coi	 progressi	 dell’arte	 e	appropriarsi	convenevolmente	queste	innovazioni.”	
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CHAPTER	SIX	
FINGER	TRAINING	IN	THE	SERVICE	OF	EXPRESSION	IN	OPUS	500(I):	
OVERVIEW	AND	DYNAMICS			 The	 previous	 chapters	 of	 this	 study	 discussed	 the	 key	 factors	 in	 achieving	complete	 and	 expressive	 piano	 playing,	 as	 presented	 by	 different	 keyboard	 and	piano	methods	relevant	to	Czerny’s	opus	500.	The	following	five	chapters	will	focus	on	Czerny’s	 contribution,	and	 it	 is	worth	 to	 stress	again	 that	among	 those	 factors,	
touch,	dynamics	and	tempo	are	the	ones	that	Czerny	considers	the	most	important,	since	they	closely	contribute	to	phrasing	and	articulation.	While	Czerny	was	not	the	first	 to	 treat	 those	 subjects,	 his	 tutorial	 follows	 a	 path	 that	 combines	 ideas	 and	methods	 from	 the	 past	 with	 a	 more	 detailed	 —	 and	 sometimes	 new	 —	 way	 of	practicing	and	mastering	those	techniques.	In	his	view,	the	key	pedagogical	element	to	develop	the	most	refined	piano	technique	is	the	practice	of	scales,	which	allows	for	a	full,	rounded	finger	training	from	both	mechanical	and	expressive	standpoints.			Chapters	 six	and	seven	explore	how	his	pedagogy	prepares	 the	 student	 for	the	best	expression	of	a	musical	work	through	the	training	of	fingers,	and	how	the	practice	of	scales	and	scale-based	exercises	allow	the	student	to	be	able	to	control	on	the	piano	the	different	dynamics	and	articulations,	which	are	fundamental	tools	in	that	regard.	An	additional	paragraph	is	also	dedicated	to	report	how,	in	Czerny’s	
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vision,	these	elements	apply	to	pieces	 in	Brilliant	style,	which	are	often	considered	only	for	their	mechanical	aspect.	
ORGANIZATION	OF	THE	MATERIAL	IN	OPUS	500	The	content	of	the	three	books	of	the	Piano-forte	School	are	the	following:	The	FIRST	PART	of	the	present	method	is	written	…	with	the	endeavor	that	beginners	 of	 every	 age,	 without	 any	 waste	 of	 time,	 and	 in	 a	 manner	 not	unpleasant,	 may	 obtain	 a	 clear,	 comprehensive,	 and	 well-grounded	explanation	 of	 the	 elementary	 principles	 of	 music,	 and	 of	 playing	 on	 the	Pianoforte;	 and	 open	 to	 their	 talent	 a	 correct	 and	 regular	 path	 towards	 a	high	 degree	 of	 refinement	 in	 execution;	 and	 that	 Pupils,	 whose	circumstances	will	not	admit	of	their	employing	an	eminent	master,	may	be	a	frequent	and	attentive	perusal	of	each	chapter,	and	an	industrious	practice	of	 the	 examples,	 find	 all	 the	 means	 requisite	 to	 ensure	 a	 well-	 regulated	progress;	and,	lastly,	that	many	young	teachers	may	herein	find	a	desirable	and	 certain	 guide,	 to	 preserve	 their	 Pupils	 from	 falling	 into	 errors,	 and	 to	accelerate	their	progress	towards	perfection.		The	SECOND	PART	contains	the	doctrine	of	Fingering,	established	on	simple	principles,	and	 illustrated	by	so	many	practical	examples,	 that	by	 the	mere	playing	 of	 them,	 the	 Pupil	 will	 acquire,	 together	 with	 a	 well-digested	theoretical	 knowledge	 of	 the	 subject,	 all	 the	 varied	 mechanical	 facility	 of	finger	which	he	can	desire,	and	without	which	mere	theory	 is	 fruitless	and	unprofitable.		The	THIRD	PART	has	been	written	with	equal	attention	as	to	completeness;	and	I	have	endeavored,	as	far	as	was	possible,	to	enumerate	and	explain	all	the	 difficulties	 contained	 therein,	 and	 also	 to	 render	 clear	 and	 intelligible,	such	 subjects	 as	 for	 the	 most	 part	 depend	 on	 the	 feeling's,	 ear,	 fancy,	imitative	powers,	and	even	caprice	of	the	player.	By	a	careful	and	patient	elaboration	of	this	Treatise,	I	have	also	endeavored	to	 satisfy	 a	 wish,	 expressed	 in	 many	 quarters,	 that	 I	 should	 form	 into	 a	systematic	 and	well-	 digested	whole,	 the	views	and	principles	which	 I	 had	collected	 during	 30	 years’	 practical	 experience	 in	 teaching:	 and	 I	 now	dedicate	 this	 work	 to	 youthful	 talent,	 with	 the	 wish	 that	 they	 may	 avail	themselves	of	it,	to	ensure	a	well-grounded,	and	at	the	same	time,	easy,	and	rapid	 acquirement	 of	 an	 agreeable,	widely-	 spread,	 and	 honorable	 art:	 for	"As	the	use,	so	will	be	the	gain.187		
																																																								187	Czerny,	 Book	 1,	 1–2.	 All	 the	 underlined	 quotations	 are	 by	 the	 author.	 They	 provide	evidence	that	Czerny	related	technique	to	expression	from	the	beginning	of	his	method.		
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The	tutorial	starts	off	by	mentioning	the	importance	of	achieving	a	“high	degree	of	refinement	in	execution”,	which	the	first	three	books	are	supposed	to	provide.	The	first	 book	 explains	 the	 fundamentals	 up	 to	 the	 practice	 of	 major	 scales,	 besides	mentioning	 the	basic	 signs	and	 terminology	 for	expression	and	 tempo	marks.	The	second	 book	 focuses	mainly	 on	 the	 correct	 and	 effective	 fingering	 of	 scale-based	passages	 and	 specific	 piano	 figurations	 in	 common	 use	 during	 Czerny’s	 time,	whereas	 book	 three	 is	 specifically	 focused	 on	 expressive	 aspects	 of	 piano	 playing	and	 provides	 technical	 exercises	 or	 suggestions	 to	 obtain	 the	 desired	 expression	through	 the	 correct	 use	 of	 fingers,	 as	 well	 as	 presenting	 a	 description	 of	 the	characteristics	 of	 different	 styles.	 This	 method	 was	 later	 implemented	 with	 the	aforementioned	 Supplement,	 an	 additional	 book	 that	 discusses	 some	 works	 by	Czerny’s	contemporaries	(among	others	Chopin	and	Liszt),	Beethoven‘s	piano	solo	and	chamber	repertoire,	and	other	works	in	‘strict’	style.188	Even	if	it	was	written	later	and	most	likely	was	not	in	Czerny’s	plans	when	he	first	 finished	 the	 other	 books,	 the	 Supplement	 is	 very	 important	 to	 this	 study	because	it	shows	the	relation	between	Czerny’s	technical	and	expressive	ideas	and	the	existing	repertoire.	At	the	end	of	the	description	of	Beethoven’s	piano	works	in	the	Supplement,	Czerny	states	that	while	in	those	pieces	each	player	might	underline	a	different	 expressive	 character,	 since	 they	do	not	portray	 just	 one	mood	or	 idea,																																																									188	In	 this	 study,	 reference	 to	 the	 Supplement	 are	 mainly	 taken	 from	 the	 Italian	 version,	except	 from	 the	 second	 chapter,	where	 references	 are	 from	 the	English	 translation	of	 the	second	chapter.	This	was	the	only	English	source	of	the	book	available	to	the	author.	In	the	footnotes,	Supplemento	will	refer	to	the	Italian	edition,	whereas	Supplement	will	refer	to	the	English	edition.	
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there	are	however	three	essential	practical	elements	that	any	musician	who	wants	to	 perform	 in	 the	 proper	 way	 should	 follow:	 the	 correct	 Tempo,	 the	 correct	observation	of	all	the	expressive	signs	in	the	scores,	and	the	perfect	mastery	of	all	the	technical	difficulties,	along	with	the	cultivation	of	a	beautiful	 sound	 learned	from	the	practice	of	other	composers’	works.189		In	addition,	when	outlining	 the	 features	of	 the	 repertoire	of	his	 time,	Czerny	adds	three	basic	characteristics	of	the	modern	pianoforte	school	that	should	be	taken	into	account	while	performing:	1. On	the	perfect	organization	of	 finger	dexterity,	with	regard	to	the	lightness	of	a	good	touch	and	security	in	any	sort	of	bravura	passage.	2. On	 expressive	 and	 marked	 melody	 using	 specific	 fingers,	 while	 the	 other	fingers	play	other	passages	and	figuration	independently	with	lightness	and	delicacy.		3. And	especially	on	the	correct	use	of	pedal	[…]190		To	summarize,	the	elements	essential	for	a	good	musician	are:	finger	dexterity	and	use	 of	 good	 fingering	 to	 control,	 dynamics,	 articulation	 and	 accentuation;	 Tempo;	and,	concerning	the	modern	pianoforte	school,	correct	use	of	pedal.	Quite	clearly,	all	these	 elements	 fit	well	with	Czerny’s	 concern	 for	 touch,	 dynamics	 and	 expression	mentioned	early	in	the	chapter.	Each	of	them,	with	the	exception	of	the	use	of	pedal,																																																									189	Czerny,	Supplemento,	120.	Author’s	translation.	Original	Italian	text:	“V’hanno	però	delle	condizioni	materiali	che	sono	assolutamente	necessarie,	e	dalle	quali	tutto	il	resto	dipende;	cioè:	 1.	 Il	 Tempo	 giusto.	 2.	 L’accurata	 osservanza	 di	 tutti	 i	 segni	 d’esecuzione,	 i	 quali	Beethoven	(in	ispecie	nelle	sue	ultime	opere)	ha	posto	con	molta	precisione.	3.	La	perfetta	dominazione	di	 tutte	 le	difficoltà,	e	 la	coltura	di	un	bel	suono	in	tutti	 i	rapporti,	 le	quali	si	devono	avere	già	acquistate	collo	studio	di	altri	buoni	compositori.”	190	Supplemento,	6.	Author’s	Translation,	Italia	text:	“[la	nuova	esecuzione	del	pianoforte	e’	fondata]	Sulla	perfetta	organizzazione	dell’agilità	delle	dita,	così	in	riguardo	alla	leggerezza	come	al	buon	tocco	e	sicurezza	in	tutte	le	difficoltà	di	bravura.	2.	Sull’esecuzione	marcata	ed	espressiva	della	melodia	con	speciali	diti,	mentre	gli	altri	diti	della	stessa	mano	eseguiscono	affatto	indipendentemente	de’	passaggi	e	delle	figure	colla	maggiore	facilità	e	delicatezza.	3.	E	specialmente	sul	giusto	uso	del	pedale…”	
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introduced	only	in	the	third	volume,	are	taught	across	opus	500	at	different	levels	of	difficulty.	 Their	 progressive	 development	 throughout	 the	 books	 is	 particularly	worth	noticing,	and	it	is	taken	into	account	in	the	following	paragraph.	
IMPORTANCE	OF	FINGER	TRAINING	FROM	THE	BEGINNING	Let	us	begin	by	 looking	at	 the	 following	example	 from	one	of	Liszt’s	Etudes	 “Feux	Follets”,	which	is	contained	in	the	Supplement,	and	shows	the	importance	of	 finger	dexterity	in	Czerny’s	view.		
Figure	7	Czerny,	Supplement,	Example	39
	In	this	passage	there	are	four	different	parts:	the	right	hand	plays	at	the	same	time	an	 accompaniment	 that	 has	 to	 be	 as	 legato	 as	 possible	 in	 the	 middle,	 and	 a	secondary	melody	in	the	top	voice,	which	is	 legato	as	well	but	must	sound	louder;	the	left	hand	has	the	melody	in	the	middle	and	the	accompaniment	in	octaves	that	must	be	kept	softer	than	the	surrounding	voices.	The	tempo	heading	is	Animato,	and	
		107	
the	whole	passage	 is	piano,	sempre	dolce	 and	 legato	 for	 its	entire	duration.	Surely,	the	first	step	that	the	player	has	to	take	is	to	understand	the	structure	and	meaning	of	each	line	in	relation	with	the	other.	But	to	be	able	to	perform	it	correctly	he	must	master	 without	 any	 problem	 all	 of	 his	 fingers	 and	 choose	 the	 most	 comfortable	fingering	 to	 achieve	 the	 required	 artistic	 purpose.	 At	 the	 end	 of	 the	 paragraph,	Czerny	 states:	 “See	what	 control	 the	player	 should	have	over	 the	 strength	of	 each	finger;	 control	 that	 can	 be	 achieved	 only	 if	 the	 player	 is	 capable	 of	 any	 bravura	without	the	minimum	strain	and	effort.”191	Therefore,	how	is	it	possible	to	achieve	the	required	mastery	of	both	technical	and	expressive	 skills?	 What	 is	 the	 path	 that	 Czerny	 follows	 to	 help	 the	 student	performing	similar	passages	and	any	other	work?	The	core	of	Czerny’s	teaching	is	indeed	in	the	training	of	fingers,	because	it	is	through	 the	 fingertips	 that	 the	pianist	has	direct	 contact	with	 the	 instrument,	and	therefore	 can	 achieve	 control	 over	 it.	 Thus,	 from	 the	 beginning	 of	 a	 student’s	training	 it	 is	 important	to	acquire	the	correct	 finger	position	and	a	 firm	touch	and	tone	that	will	guarantee	a	perfect	control	of	the	different	gradation	of	dynamics	and	articulations.	In	particular,	according	to	Czerny,	the	first	rudiments	a	student	should	learn	for	 good	 technique	 are	 to	 press	 the	 keys	 in	 the	middle	 and	not	 on	 the	 border;	 to	keep	the	fingers	close	to	the	keys	and	not	to	strike	them	from	above;	and,	since	the																																																									191	Czerny,	Supplemento,	28.	Author’s	translation,	original	Italian	text:	“Si	vede	quale	impero	deve	 avere	 il	 suonatore	 sopra	 la	 forza	 naturale	 di	 ogni	 ditto;	 impero	 che	 non	 può	 essere	conseguito	se	non	è	capace	di	qualsiasi	bravura	senza	la	minima	fatica	o	sforzo.”	
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ideal	sound	of	his	time	is	legato,	to	learn	to	lift	the	finger	only	when	the	next	finger	is	pressing	the	key,	but	without	holding	both	of	them	down	at	the	same	time.	To	make	sure	that	both	the	student	and	the	teacher	understand	the	 importance	of	acquiring	 a	 good	 finger	 technique,	 Czerny	 not	 only	 gives,	 as	 other	 nineteenth-century	 tutorials	do,	 five-finger	exercises,	but	he	explains	 the	purpose	of	 them,	as	the	following	example	shows.192	
Figure	8	Czerny,	Piano-Forte	School,	Book	1,	p.	6	
	§	7.	In,	the	first	Exercise,	intended	only	for	two	fingers,	the	thumb	must	quit	the	C	at	the	very	same	moment	that	the	first	finger	strikes	the	D,	which	in	its	turn	must	be	quitted,	at	the	same	moment	that	the	thumb	again	strikes	the	C.	§	8.	The	same	thing	takes	place	 in	the	2nd	exercise,	with	the	3	fingers;	 then	with	 the	4,	 and	 lastly	with	all	 the	5	 fingers;	 so	 that	 the	weight	of	 the	hand	always	rests	on	the	keys,	but	on	one	finger	only,	while	all	the	rest	are	poised	in	the	air.	§	 9.	 What	 follows,	 will	 serve	 to	 explain	 to	 the	 Pupil	 the	 reasons	 of	 this	principal	 rule.	 Two	 or	 more	 immediately	 contiguous	 keys,	 when	 struck	together,	produce	a	very	disagreeable	and	dissonant	effect;	while	if	the	same																																																									192	As	 far	 as	 the	 explanation	 of	 five-finger	 exercises,	 Czerny	 is	 the	 most	 accurate	 and	detailed,	giving	as	an	aim	not	only	evenness	of	 fingers,	but	also	their	ability	of	performing	different	articulations.	Among	the	other	methods	explored	in	this	study,	only	Hummel	gives	a	 short	 explanation	 of	 the	 purpose	 of	 five-finger	 exercises,	 referring	 to	 the	 necessity	 to	practice	evenness	and	hand	quietness,	while	the	other	tutorials	do	not	give	any	explanation	for	the	exercises	they	provide.	
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keys	are	struck	one	after	another,	they	will	sound	agreeably	enough.	Now,	as	the	strings	belonging	to	any	key	continue	to	sound	long	after	 it	 is	struck;	 if	the	 keys	 be	 kept	 down	 by	 holding	 the	 contiguous	 keys	 too	 long,	 a	 very	unpleasant	discordance	will	arise,	which	may	be	avoided	by	attending	to	the	foregoing	principal	rule.	§10.	The	5th	exercise	has	for	its	aim	to	accustom	the	beginner	to	a	firm	touch	and	tone,	as	he	must	strike	one	key	several	times	successively	with	the	same	finger.	The	hand	must	here	be	held	as	tranquilly	as	possible	over	the	b	keys,	to	that	the	re-iterated	percussion	may	be	produced	by	the	quiet	movement	of	the	single	finger.	§	11.	 In	 this	Exercise	 the	beginner	must	accustom	himself	 to	a	moderately	strong	touch,	so	as	to	press	down	the	keys	firmly;	he	will	naturally	practice	it,	at	first	very	slow,	accelerating	the	movement	by	degrees,	as	the	flexibility	of	the	fingers	develops	itself,	and	without	any	strain	upon	the	nerves.193		The	 commentary	 to	 the	 exercise	 just	 shown	 reveals	 how	 Czerny	 is	 immediately	focused	on	making	the	student	and	the	teacher	aware	of	the	importance	of	striking	the	keys	using	a	legato	touch,	but	avoiding	dissonances,	and	on	how	it	is	necessary	to	make	 the	ear	aware	early	on	of	what	 the	 fingers	are	doing.	The	student	should	also	care	about	the	firm	touch	required	in	those	exercises.	In	short,	it	is	not	enough	for	 Czerny,	 unlike	 other	 tutorials	 such	 as	Adam	and	 Lachnith’s	method,	 to	 simply	repeat	 the	 exercise	 many	 times	 for	 mechanical	 purposes.	 He	 wants	 to	 make	 the	player	aware	of	the	final	aim	of	practicing.	After	learning	the	exercise	with	separate	hands,	Czerny	moves	on	to	practice	with	 hands	 together.	 This	 is	 applied	 to	 all	 the	 subsequent	 exercises.	 When	introducing	 hands	 together,	 he	 underlines	 the	 importance	 of	 striking	 the	 keys	exactly	 at	 the	 same	 time.	 This,	 as	 the	 consciousness	 of	 not	 holding	 two	 notes	simultaneously,	 requires	 the	 development	 of	 the	 student’s	 ear	 in	 addition	 to	
																																																								193	Czerny,	Book	1,	7.	
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practicing	finger	agility,	which	is	essential	in	all	the	different	steps	related	to	finger	training.	
THE	ROLE	OF	SCALES	IN	OPUS	500	In	book	one	and	two,	the	starting	point	of	the	technical	exercises	 is	a	set	of	five-finger	 exercises.	However,	 as	 soon	as	 the	 student	 is	proficient	with	 them	and	after	 only	 a	 few	 lessons	 (Book	 1,	 Lesson	 VIII),	 the	 true	 subject	 of	 this	method	 is	introduced,	being	the	practice	of	the	scales:		16.	The	method	of	Instruction	in	the	present	Treatise	is	mainly	founded	on	the	study	of	 the	SCALES.	These	scales	are	certainly	to	be	met	with	 in	other	
Elementary	works	for	the	piano;	-	but	the	applications	and	consequently	the	advantages	 of	 them	will	 be	 found	 to	 be	 very	 different.	 Generally	 speaking,	they	 merely	 serve	 for	 learning	 the	 notes,	 the	 marks	 of	 transposition,	 the	keys,	 and	 the	 most	 essential	 rules	 of	 fingering;	 and	 the	 Pupil	 unwillingly	occupies	himself	with	them	for	a	time,	longs	for	amusing	pieces,	and	forgets	them	as	soon	as	possible.	But	in	the	connected	order	in	which	they	appear	in	the	 present	 work,	 they	 may	 and	 will	 fulfill	 the	 important	 purpose	 of	developing	 and	 assisting	 the	 flexibility	 and	 adroitness	 of	 the	 fingers,	 and	lead	onward	even	to	the	highest	degree	of	execution.	They	are	of	equally	distinguished	advantage,	not	merely	to	the	Beginner,	but	to	the	more	advanced	Pupil,	nay	even	to	the	formed	and	skillful	Player;	and	there	is	no	assignable	degree	of	execution,	in	which	the	continued	practice	of	them	can	be	altogether	dispensed	with.	How	often	have	we	not	occasion	to	remark	even	of	persons	who	perform	in	public,	that	they	are	not	able	to	play	the	Scale	of	C	major	perfectly.	17.	That	most	of	the	rules	of	fingering	may	be	deduced	from	these	Scales;	as	also	 that	 the	mechanical	means	 for	 assisting	 execution	may	 be	 studied	 by	their	help,	will	be	explained	and	demonstrated	in	the	2nd	and	3rd	Parts	of	this	Method	Hence,	a	part	of	these	Scale-Exercises,	at	least	4-keys,	should	always	be	 that	 which	 	 the	 Pupil	 must	 daily	 play	 over	 before	 anything	 else;	 and	
during	the	play	of	them,	the	Teacher	will	have	a	full	opportunity	to	repeat	to	him	again	and	again,	all	the	rules	relating	to	fine	playing;	namely:	equality	of	touch,	 accuracy	 in	 keeping	 time,	 especially	 in	 quick	 passages,	 flexibility	 of	fingers,	particularly	as	to	the	thumb,	correctness,	propriety	of	fingering,	and	so	on:	and	this	must	be	continued,	till	at	last	the	Pupil	will	apply	them	all	to	every	composition	which	he	is	called	upon	to	study.194																																																										194	Czerny,	Book	1,	218–219.	
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	Czerny	 also	 recommends	 the	 practice	 of	 scales	 because	 of	 their	 large	 use	 in	 the	repertoire:	Since	the	invention	of	the	Piano-forte	the	Scale-passages	have	been	a	sort	of	common	 property	 to	 all	 the	 composers.	 They	 are	 to	 be	 found	 in	 musical	works	 written	 100	 years	 ago,	 as	 frequently	 as	 in	 the	 newest	 and	 most	modern;	 as	 often	 in	 the	 most	 insignificant	 trifles,	 as	 in	 the	 classical	compositions	of	a	Bach,	a	Mozart,	or	a	Beethoven:	and	they	must	continue	to	serve	 the	 purpose	 of	 every	 future	 Composer,	 however	 original	 he	may	 be.	[…]	But	above	all,	the	Scales	must	be	practiced	strictly	according	to	rule,	and	always	 with	 the	 greatest	 attention.	 Whoever	 practices	 them	 in	 a	 wrong	manner,	will	assuredly	ruin	his	playing	altogether.		Meantime	 that	 by	 the	 aid	 of	 these	 Exercises	 the	 fingers	 of	 the	 Pupil	 are	practically	prepared	for	and	formed	to	playing,	the	Theory	of	fingering	may	be	developed	 to	him	with	 advantage	 through	 the	medium	of	 the	 following	chapters.195		An	 example	 that	 shows	 the	 importance	 of	 perfect	 proficiency	 in	 scales	 is	 the	following	passage	from	Theodor	Dhöler’s	opus	37,	made	of	a	chromatic	passage,	D-flat	major	scale,	and	D-flat	major	arpeggios	mixed	together,	that	must	be	played	as	even,	smooth	and	light	as	possible.196	
		 	
																																																								195	Czerny,	Book	2,	1–2.	196	T.	 Dhöler	 (1814–1856)	 was	 a	 virtuoso	 pianist	 and	 German	 composer,	 student	 of	 Carl	Czerny.	
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Figure	9	Czerny,	Supplement,	Example	12.	
	
	Scale	practice	has	three	main	functions	in	Czerny’s	pedagogy:	1. To	develop	 finger	dexterity:	 this	 is	 addressed	 in	 particular	 in	 the	 first	volume,	 where	 the	 scope	 is	 mainly	 to	 develop	 the	 agility	 of	 fingers,	through	the	correct	use	of	the	thumb,	the	correct	fingering	of	the	scales,	and	 the	gradual	but	 increasing	 speed	of	 their	performance.	All	 of	 this	should	be	achieved	in	order	to	obtain	a	perfect	evenness	and	firm	touch	of	the	fingers.		
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2. To	 learn	 correct	 fingering:	 in	 the	 second	 volume,	 the	 fingering	 of	different	scale-based	and	chord	passages,	often	derived	from	scales	or	arpeggios,	represents	the	most	visited	topic.	3. To	practice	 different	 degrees	 of	 touch,	 accentuation	 and	dynamics:	 in	the	 third	 book	 Czerny	 requires	 students	 to	 practice	 the	 scales	 at	different	levels	of	dynamics	and	by	using	different	touches,	in	order	to	obtain	 a	 perfect	 mastery	 of	 articulations	 and	 dynamics	 in	 any	 given	passage.	Since	 the	purpose	of	 this	study	 is	 to	 focus	on	 the	connection	between	technique	and	expressive	elements,	less	time	will	be	devoted	to	the	first	point	mentioned	above.	Attention	will	be	given	to	specific	ways	of	developing	finger-dexterity	as	necessary	to	show	the	relation	technique-dynamic	and	technique-articulation,	and	the	 importance	 that	good	 fingering	has	 to	guarantee	a	good	performance	of	all	the	expressive	marks	found	in	a	piece	of	music.		While	the	book	that	shows	the	connection	between	the	practice	of	the	scales	 and	 their	 function	 in	 expressive	 playing	most	 clearly	 is	 the	 third	 one,	already	 in	 the	 first	 two	 books	 Czerny	 reveals	 his	 final	 goal	 in	 teaching	 the	scales.	As	he	explains:		§9	After	the	acquirement	of	considerable	rapidity,	these	exercises	must	still	be	practiced	with	reference	to	the	fundamental	rules	of	style	or	delivery,	for	the	Pupil	must	practice	them,	sometimes	forte,	sometimes	piano;	sometimes	strictly	legato,	sometimes	freely	detached	or	Sciolto;	sometimes	Crescendo	in	ascending,	 and	 Diminuendo	 in	 descending;	 sometimes	 also	 slow,	 with	 a	
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heavy	and	laboured	touch,	and	sometimes	prestissimo,	and	with	the	utmost	possible	degree	of	lightness.197		This	practice	recalls	Pleyel’s	brief	suggestion	of	practicing	the	scales	using	different	dynamics	and	touches,	and	Czerny	introduces	it	starting	with	the	second	year	of	the	student’s	training.	As	mentioned	above,	the	detailed	exposition	of	scale	practice	as	related	 to	 expressive	 playing	 happens	 in	 the	 third	 volume.	 In	 the	 following	paragraphs,	 the	relations	between	scales,	dynamics,	accentuation	and	 touches	will	be	 analyzed.	 The	 following	 chapter	 will	 describe	 Czerny’s	 rules	 about	 correct	fingering	and	its	performing	utility.		
DYNAMICS	APPLIED	TO	SCALES	In	 Czerny’s	 vision,	 there	 are	 two	 elements	 essential	 to	 correctly	 portraying	 the	expression	of	a	piece	of	music:	1st.	 	The	strict	observance	of	all	 the	marks	of	expression,	which	the	Author	himself	has	indicated	in	his	piece.	2nd.	That	expression	which	the	player	 is	able,	and	which	he	ought	to	 infuse	into	his	performance	from	the	impulse	of	his	own	feelings.198		The	first	point	regarding	expression	marks	is	addressed	particularly	in	the	first	two	chapters	of	book	three.	Czerny	focuses	on	the	second	point	in	books	three	and	four,	through	the	understanding	of	the	structure	and	styles	of	musical	compositions	and	their	composers	and,	as	will	be	discussed	in	chapter	eight,	the	full	comprehension	of	the	proper	tempo	and	character	of	a	musical	work.	
																																																								197	Czerny,	Book	1,	157.	198	Czerny,	Book	3,1	ff.	
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Certainly,	 the	 matter	 of	 dynamics	 is	 strictly	 connected	 to	 the	 indications	 on	 the	scores	and	the	ability	of	the	player	to	follow	and	perform	them,	which	assumes	the	correct	understanding	of	dynamics	by	the	player.	Czerny	listed	the	meaning	of	the	terms	related	to	dynamics	and	articulation	in	book	one	of	his	method.199	However,	he	did	not	explain	how	to	become	proficient	in	 their	 execution	 until	 the	 third	 volume.	 There,	 he	 starts	 with	 the	 practical	explanation	of	how	it	is	possible	to	achieve	perfect	dexterity	in	playing	with	all	the	dynamics’	gradation	possible	on	the	instrument.	In	his	vision,	it	is	possible	to	have	at	least	“100	different	degrees	of	loud	and	soft.”200	Therefore,	the	performer	has,	as	does	 a	 painter,	 a	 countless	 gradation	 of	 different	 colors	 to	 use	 when	 playing.	 To	demonstrate	this,	Czerny	shows	similar	examples	of	crescendo	and	diminuendo.		 In	his	view,	crescendo	(or	diminuendo)	is	obtained	by	pressing	any	note	slightly	louder	(softer)	than	the	previous	one.	Depending	on	the	number	of	notes	and	the	starting	and	ending	dynamic	sign	(which	rarely	cover	the	full	range	pp	to	ff	in	one	span),	the	pianist	can	achieve	many	degrees	of	dynamics,	as	the	following	example	shows:		 	
																																																								199	Czerny’s	list	of	dynamics	can	be	found	in	chapter	four	of	this	study,	where	it	is	compared	with	those	of	other	tutorials.	200	Czerny,	Book	3,	3.	
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Figure	10	Czerny,	Opus	500,	Book	3,	p.	2	
10.1	
	
10.2	
	
10.3	
	In	10.1	we	have	8	notes	to	reach	a	mezza	voce,	while	in	10.2	we	have	sixteen	notes	to	 move	 again	 from	 piano	 to	mezza	 voce.	 The	 last	 two	 examples	 show	 the	 same	number	 of	 notes,	 but	moving	 from	mf	 to	 f	 and	 f	 to	 ff,	 thus	 requiring	 respectively	other	different	dynamic	degrees	within	the	same	span	of	notes.	Czerny	exclaims:	“What	a	crowd	of	means	as	to	expression	are	placed	within	the	 reach	of	 the	player	by	 the	mere	 touch	alone!”.201	Therefore,	 it	 is	necessary	 for	the	player	a	great	and	correct	practice	in	order	to	improve:		[…]	 such	 a	 degree	 of	 command	 over	 one's	 own	 physical	 powers,	 such	 a	perfect	mechanical	cultivation	of	 the	 fingers,	and	 lastly,	 so	 fine	an	ear,	 that	only	 an	 accomplished	 player	 can	 fully	 avail	 himself	 of	 all	 these	 different	lights	and	shades.		
																																																								201	Czerny,	Book	3,	3.	
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Inflexible	 and	 clumsy	 fingers	 cannot	 hope	 to	 accomplish	 this;	 and	 such	persons	 often	 fancy	 that	 they	 play	 with	 sufficient	 expression,	 when	 they	contrast	 the	 piano	 and	 the	 forte	 in	 a	 marked	 and	 coarse	 manner;	 just	 as	awkward	painters	lay	on	their	colours,	sometimes	thick	and	sometimes	thin,	without	 attending	 to	 the	 finer	 gradation	 and	 blending	 of	 the	 tints,	 and	therefore	produce	only	hard	and	gaudy	daubs.202		To	achieve	this	goal,	after	the	student	becomes	proficient	 in	playing	them	at	a	 fast	speed	with	a	firm	touch,	Czerny	teaches	the	practice	of	all	the	scales	with	different	degrees	of	dynamics.	This	is	the	three-step	order	suggested	for	practice:	a) First	play	all	the	scales	without	any	crescendo	or	diminuendo,	but	keeping	for	the	entire	time	the	main	five	dynamics:	pianissimo,	piano,	mezza	voce,	 forte	and	 fortissimo.	 As	 far	 as	 tempo,	 the	 student	 should	 start	 at	moderato	 and	gradually	speed	up	until	prestissimo.	b) Once	perfect	mastery	of	those	dynamics	is	achieved,	the	student	should	work	on	 playing	 the	 scales	 with	 crescendo	 and	 diminuendo,	 making	 sure	 to	diversify	different	 sound	gradations	and	 to	 increase	or	decrease	 the	power	gradually.	Those	are	some	of	the	possible	options:		1st.	From	pp	to	mezza	voce,	and	back	again	in	a	similar	manner.	2ly.	From	pp	to	Forte	and	back	again.	3ly.	From	pp	to	Fortissimo	and	back	again.	4ly.	From	P	or	mezza	voce	at	the	outset	to	Forte	or	Fortissimo.		§5.	 The	 Player	 must	 take	 the	 greatest	 care	 that	 in	 the	 crescendo	 the	augmentation	of	tone	shall	take	place	by	similar	degrees,	and	not	be	thought	of	too	suddenly	or	too	late.	We	must	therefore	always	consider	the	length	of	the	 passage	 which	 is	 to	 be	 played	 cresc.	 or	 dimin,	 and	 give	 the	 greatest	degree	of	strength	to	the	note	where	the	expression	terminates	or	begins	to	retrograde.203																																																									202	Ibid.	203	Czerny,	Book	3,	5.	
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The	 importance	 given	 to	 the	 ability	 of	 balanced	 gradation	 in	 crescendo	 and	
diminuendo	 is	 reinforced	 in	 the	 Supplement	 of	 opus	 500,	 where,	 several	 times,	Czerny	 underlines	 the	 importance	 of	 playing	 passages	 from	 Beethoven’s	 sonatas	planning	 the	 dynamic	 shifting	 attentively.	 For	 instance,	 describing	 the	 end	 of	 the	development	 in	Beethoven’s	Opus	53,	Czerny	says	 that	 it	 is	 important	 to	 carefully	plan	the	crescendo	up	to	ff.		
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Figure	11	Beethoven,	Opus	53,	mov.	1,	bars	146–155204		
	
	A	 similar	 comment	 is	made	 on	 the	 crescendo	 from	pp	 to	 ff	at	 the	 very	 end	 of	 the	
																																																								204	This	 and	 the	 following	 examples	 from	 Beethoven’s	 Piano	 Sonatas	 refer	 to	Beethoven's	
masterpieces:	 being	 the	 entire	 of	 his	 grand	 sonatas	 for	 the	 piano	 forte,	 ed.	 by	 Carl	 Czerny	(London:	R.	Cocks	&	Co.,	1846).	
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Sonata	 Opus	 28	 (Mov.	 IV,	 bars	 193	 f.),	 which	 according	 to	 Czerny	 should	 be	“precisely	measured”.	
Figure	12	Beethoven,	Opus	28,	Mov.	IV,	bars	193–end.	
	
		121	
In	 Beethoven’s	 music,	 nothing	 was	 left	 to	 chance	 and,	 as	 Czerny	 says,	 all	 the	mechanical	 challenges	were	means	 to	provide	 the	 required	character	or	 feeling	of	the	piece.	c) The	 third	 exercise	on	 scales	 and	dynamics	 that	he	 suggests	 is	 conceived	 in	order	to	improve	the	ability	of	each	finger	to	play	accented	notes	at	different	degrees	 of	 volume.	 This	 is	 a	 five-finger	 exercise	 that	 has	 to	 be	 transposed	with	 the	 same	 fingering	 in	 any	key.	The	 general	 dynamic	of	 the	 exercise	 is	piano;	when	 an	 accent	 sign	 is	 encountered,	 it	 should	be	 rendered	no	more	than	mezza	 voce,	 whereas	 if	 pf	 is	 written,	 only	 the	 note	 above	 the	 mark	should	be	played	forte,	and	the	rest	should	remain	in	piano.	
Figure	13	Czerny,	Book	3,	p.4	
	In	Czerny’s	vision,	these	exercises	require	a	steadiness	of	arm	and	hand,	since	at	this	learning	 stage	 it	 is	 only	 through	 the	 power	 of	 the	 fingers	 that	 the	 dynamics	 and	
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accentuation	should	be	controlled.	Czerny	also	suggests	practicing	all	the	exercises	found	in	book	two	at	different	dynamic	degrees,	to	improve	the	skills	of	the	fingers	as	well	as	the	awareness	of	the	player’s	ear.		 At	 the	 conclusion	 of	 the	 introduction	 to	 the	 third	 book,	 before	 moving	 to	more	specific	guidelines	on	dynamics	and	expression,	Czerny	remarks:	§7.	Besides	 the	more	delicate	 lights	and	shades	which	are	produced	by	the	
crescendo	 and	 diminuendo;	 the	 expression	 which	 results	 from	 the	application	of	mere	power	may	be	divided	into	5	principal	degrees	which	in	playing	must	be	clearly	distinguishable	from	one	another,	namely:	1ly.	The	Pianissimo.	||	3ly.	The	Mezza	voce.	2ly.	The	Piano.	||	4ly.	The	Forte.																				5ly.	The	Fortissimo.	To	 procure	 for	 the	 fingers,	 as	well	 as	 for	 the	 ear,	 the	 necessary	 degree	 of	practice	 in	 this	 point,	 it	 will	 be	 desirable	 that	 the	 Pupil,	 along'	 with	 the	scales,	should	carefully	and	diligently	play	over	 in	all	 the	5	ways	explained	above,	 the	 finger	 Exercises	 which	 are	 given	 in	 the	 2nd	 Part	 of	 this	 work,	beginning	always	with	the	Pianissimo.205		
USING	DYNAMICS:	GOING	A	STEP	FURTHER	Czerny’s	 focus	 on	 scale	 exercises	 is	 just	 the	 beginning	 of	 a	 more	 organic	approach	 aimed	 at	 properly	 teaching	 dynamics	 and	 accentuation:	 it	 is	 a	 first,	preparatory	 step	 into	 the	 correct	 use	 of	 dynamics	 in	 pieces.	 Following	 this	preparatory	 training,	 he	 gives	 guidelines	 for	 how	 and	 where	 dynamics	 and	accentuation	 have	 to	 be	 used,	 and	 provides	 a	 few	 cases	 in	 point,	 always	 in	accordance	with	practical	considerations	of	rendering	the	music	effectively.		First,	he	explains	how	each	dynamic	relates	to	the	character	and	mood	of	a	piece	or	to	part	of	it:	
																																																								205	Czerny,	Book	3,	6.	
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§2.	We	may	lay	it	down	as	an	axiom,	that	each	of	these	5	principal	species	of	Forte	 and	 Piano,	 expresses	 some	 determinate	 character,	 and	 consequently	that	each	is	capable	of	producing	a	peculiar	effect,	namely:	a.	The	Pianissimo	(PP)	which	indicates	the	gentlest	touching	of	the	keys,	so	however,	as	not	to	become	indistinct	or	 inaudible.	 It	hears	the	character	of	secrecy,	 mystery,	 and	 when	 executed	 with	 the	 utmost	 perfection,	 it	 is	capable	 of	 producing	 on	 the	 hearer	 the	 pleasing	 effect	 of	music	 at	 a	 great	distance,	or	of	an	echo.	b.	The	Piano	(p)	Loveliness,	Softness,	 tranquil	equanimity,	or	quiet	sorrow,	manifest	themselves	by	the	still	soft	and	tender,	though	yet	somewhat	firm	and	expressive	mode	of	touch	with	which	the	keys	are	to	be	struck.	c.	The	Mezza	voce	(m.v.)	This	degree	lies	exactly	in	the	middle	between	soft	and	 loud,	 and	 may	 be	 compared	 to	 the	 tranquil	 speaking	 tone	 used	 in	narration;	 and	without	 descending	 into	 a	whisper	 or	 declaiming	 in	 a	 loud	tone,	it	will	interest	us	more	by	the	matter	to	be	played,	than	by	the	style	of	the	performance.	d.	The	Forte	(f)	denotes	the	expression	of	self-sufficing	firmness	and	power,	without	excess	or	presumption;	Passion	within	the	limits	of	proper	dignity;	as	also,	according	to	rule,	whatever	is	brilliant	and	shewy,	may	be	executed	with	this	degree	of	power.	e.	The	Fortissimo,	(ff)	That	even	the	highest	degree	of	force	must	always	rest	within	the	limits	of	what	is	beautiful,	and	never	be	allowed	to	degenerate	in	a	coarse	thumping,	or	ill	treatment	of	the	instrument,	has	already	been	said.	Within	these	bounds,	 it	expresses	the	exaltation	of	 joy	to	extacy,	of	grief	 to	rage;	 just	 as	 it	 also	 elevates	 what	 is	 brilliant	 to	 absolute	 splendor	 and	Bravura.206		 Regarding	crescendo	and	diminuendo,	Czerny	provides	a	fairly	common	rule,	which	recalls	Hummel’s	suggestions	on	the	topic,	stated	earlier.	Ascending	passages	are	usually	played	crescendo;	descending	sections	are	performed	in	diminuendo;	the	repertoire	of	Classical	and	Romanic	era	is	full	of	passages	that	reflect	this	practice.	For	instance,	in	the	Supplement,	Czerny	points	to	the	top	line	of	Beethoven’s	Sonata	opus	2	No.	3,	movt.	3,	bars	9-13.207		An	 individual	melody,	 as	 well,	 should	 be	 played	with	 a	 crescendo	 if	 ascending	 or	
diminuendo	if	descending,	as	in	the	example	below:																																																									206	Czerny,	Book	3,	5.	207	See,	Czerny,	Supplemento,	39.	
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Figure	14	Czerny,	Book	3,	p.	16	
	However,	 in	his	opinion	ascending	or	descending	short	runs,	whose	general	dynamic	 is	 loud,	 are	 to	 be	performed	 crescendo	 in	 both	 cases,	 since	 the	 run’s	 last	note	should	be	accented,	as	in	the	example	below.	
Figure	15	Czerny,	Book	3,	p.	17	
	In	addition	to	crescendo	and	diminuendo	marks,	Czerny	points	out	that	other	small	 signs	 of	 expression	 can	 occur,	 but	 it	 is	 always	 necessary	 to	 perform	 them	within	 the	general	dynamic	of	 the	passage.	 For	 instance,	 in	 the	 following	passage,	
each	 	should	 be	 played	 keeping	 into	 account	 the	 overall	 crescendo	 and	
diminuendo.		 	
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Figure	16	Czerny,	Book	3,	p.	18.	
	Lastly,	he	gives	a	guideline	regarding	trills,	tremolos	and	long	cadences:	they	should	be	played	with	a	crescendo	and	diminuendo	until	the	end,	or	a	diminuendo	if	the	starting	dynamic	is	f	or	ff.	A	 last	 note	 concerns	 the	 repetition	 of	 fast	 passages,	 which	 incorporate	 a	
crescendo	 or	 a	 diminuendo.	 In	 general,	 the	 second	 repetition	 of	 the	 passage	 is	repeated	softer	than	the	first	time,	and	the	player	should	omit	all	the	crescendo	and	
diminuendo	listed.	
ENLARGING	THE	SPECTRUM	OF	ACCENTUATION	The	third	exercise	mentioned	early	on	and	provided	at	the	beginning	of	the	third	 volume,	 is	 meant	 to	 improve	 the	 ability	 to	 play	 accents	 with	 any	 finger,	wherever	 required.	 This	 is	 partially	 related	 to	 the	 skill	 of	 playing	 with	 different	dynamics,	 but	 mostly	 it	 deals	 with	 the	 importance	 it	 has	 in	 Czerny’s	 vision	 to	achieve	correct	phrasing	and	articulate	a	musical	idea.		Czerny,	 following	 some	 of	 his	 predecessors	 like	 Türk,	 makes	 a	 parallel	between	accentuation	in	a	speech	and	in	music:	 if	we	shift	the	order	of	the	accent,	the	meaning	of	the	word	changes	as	well	as	that	of	a	phrase;	the	same	happens	with	musical	phrases.	
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Therefore,	 it	 is	 fundamental	 for	 the	 player	 to	 understand	 the	 agogics	 of	 the	 piece	and	 to	 learn	 where	 the	 expressive	 and	 tempo	 accents	 should	 fall.	 According	 to	Czerny,	the	signs	used	by	composers’	of	his	time	were:	>,	˄,	rf,	sf,	fz,	fp,	and	even	¯.	It	is	important	to	remember	that	for	Czerny,	these	marks	augment	the	dynamic	level	by	 no	 more	 than	 one	 degree	 compared	 with	 the	 general	 volume	 of	 the	 passage.	Therefore,	 an	 accent	 in	p	 should	 not	 exceed	 the	 volume	 of	mp,	 and	 so	 on,	 unless	required	explicitly	by	the	composer.	Nevertheless,	these	marks	are	sometimes	omitted,	and	Czerny	outlines	a	few	cases	 in	 which	 a	 player	 should	 usually	 put	 emphasis	 or	 play	 an	 accented/louder	note	beyond	what	is	explicitly	marked,	always	keeping	in	mind	the	general	dynamic	of	 the	work.	More	specifically,	Czerny	recommends	accentuation	 for:	 longer	notes;	the	higher	notes	of	a	melody;	dissonances;	downbeats;	syncopations;	the	first	note	of	 a	 two-note	 slur;	 the	 top	 note	 in	 multi-note	 chords;	 and	 the	 first	 note	 of	 a	progression	of	sixteenth-notes.	Not	all	of	 these	accents	have	the	same	importance:	some	 are	 stronger	 and	 some	 lighter,	 depending	 on	 their	 use.	 Notes	 might	 be	accented	from	phrasing	considerations	or	for	rhythmic	clarity,	or	if,	as	in	a	speech,	we	want	to	give	more	importance	to	specific	notes	(as	to	specific	words).	For	instance,	here	is	an	example	Czerny	shows,	with	his	own	explanation:	 	
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Figure	17	Czerny,	Book	3,	p.	6	
	A	 still	more	 important	 remark	may	be	made	on	 this	 example.	 In	 executing	such	emphatic	notes	the	Player	must	avoid	monotony	as	much	as	he	possibly	can.		Now,	 as	 in	 the	 present	 example	 a	 minim	 occurs	 in	 every	 bar,	 this	circumstance	requires	that	the	emphasis	should	be	omitted	at	 least	once	or	twice.	Here,	 this	 may	 most	 conveniently	 be	 done	 in	 the	 4th	 and	 8th	 bars;	nevertheless,	 the	C#	 in	 the	4th	bar,	and	 the	D	 in	 the	8th	bar,	must	either	be	played	without	any	emphasis	at	all	or	with	a	very	slight	one.	This	variation	can	 only	 take	 place	 in	 the	 two	 bars	 indicated,	 because	 in	 them	 there	 is	 a	point	of	repose	in	the	melody;	that	is,	there	occurs	a	semicadence	in	the	4th	bar	and	a	complete	cadence	in	the	8th	bar,	and	also	because	in	this	point	of	view	the	whole	period	receives	a	kind	of	symmetry	or	correspondence.208		In	this	case,	Czerny	points	out	the	importance	of	playing	slightly	louder	long	melodic	 notes,	 since	 the	 instrument	 cannot	 hold	 a	 soft	 sound	 for	 too	 long,	 and	 of	diversifying	melodies	repeated	more	than	once	using	different	accentuation.	
CONCLUSION	As	 any	 musician	 knows,	 dynamics	 are	 an	 essential	 element	 of	 playing.	However,	 often	 times,	 as	 is	 also	 the	 case	 for	 some	 of	 the	 tutorials	 studied	 in	 the	previous	 chapters,	 they	 are	 just	 mentioned	 in	 method	 books,	 and	 students,	 with	limited	 guidance	 from	 teachers,	 end	 up	 simply	 following	 the	 marks,	 without	practicing	 a	 diverse	 and	 detailed	 gradation	 of	 sounds.	 As	 explained	 here,	 Czerny,																																																									208	Czerny,	Book	3,	7.	
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instead,	 believes	 that	 the	 student	 needs	 to	 be	 well	 trained	 in	 controlling	 the	different	 nuances	 of	 sound,	 as	 required	 by	 the	 scores	 and	 by	 the	 student’s	 inner	feelings.	 Therefore,	 he	 carefully	 explains	 the	 path	 the	 student	 should	 follow	 to	achieve	a	satisfactory	control	of	the	keyboard	and	of	dynamic	gradation.	This	 is	as	true	 for	 dynamics	 as	 it	 is	 for	 the	 different	 touches	 conceivable	 on	 a	 nineteenth-century	instrument.		 	
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CHAPTER	SEVEN		
FINGER	TRAINING	IN	THE	SERVICE	OF	EXPRESSION	IN	OPUS	500	(II):	
DIFFERENT	TOUCHES	AND	APPLICATION	OF	FINGER	TRAINING	IN	BRILLIANT	
STYLE		
ABOUT	DIFFERENT	ARTICULATION	AND	THEIR	STYLISTIC	APPLICATION	After	outlining	different	ways	of	practicing	dynamics,	Czerny	proceeds	to	an	explanation	of	 the	different	 touches	possible	 on	 a	piano.	As	mentioned	 in	 chapter	four	of	this	study,	there	is	a	list	of	five	main	articulations	in	Opus	500:	Legatissimo,	
Legato,	Mezzo	Staccato,	Staccato,	and	Marcatissimo	or	Martellato.	Czerny	extensively	describes	each	one	of	 them,	 first	 from	a	 technical	 standpoint,	 relating	 them	to	 the	use	 of	 the	 fingers,	 hand	 and	 arm	 and	 the	 duration	 of	 the	 notes,	 then	 stylistically,	outlining	how	those	touches	relate	to	the	proper	style	of	a	passage.	For	 instance,	 the	 example	 below	 shows	 how	 touches	 are	 closely	 related	 to	dynamics	 (e.g.	Marcatissimo	mostly	 goes	with	a	 f	 or	 ff	 sound)	and	phrasing	of	 the	passage.	 The	mezzo-staccato	 touch	 is	 applied	 to	 the	 section	 that	 modulates	 to	 D	minor.	According	to	Czerny’s	definition,	there	are	two	types	of	mezzo-staccato:	one	for	faster	passages,	the	other	for	slower	and	cantabile	passages.	Since	this	example	must	be	played	moderato	and	the	section	in	mezzo-staccato	 is	closer	to	a	cantabile	rather	than	a	brilliant	style,	the	keys	of	the	piano	should	be	held	for	two	thirds	of	the	
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notes’	value	as	opposed	to	the	half	of	them,	as	in	the	case	of	a	bravura	passage.209	
Figure	18	Czerny,	Book	3,	p.	20	
	But	 those	 five	 degrees	 of	 articulation	 are	 not	 enough.	 Czerny	 says	 that	 in	between	them,	“there	lie	innumerable	shades	and	modifications”,	which	are	related	to	 the	different	styles,	dynamics	used,	and	phrasing	of	each	section.	210	In	order	 to	become	proficient	 in	 their	 execution,	 it	 is	 necessary	 to	 develop	 “a	 perfect	 form	of	
																																																								209	For	 a	 description	 of	 mezzo-staccato	 see	 chapter	 four	 in	 this	 study	 as	 well	 as	 the	description	in	the	next	pages.	210	Czerny,	Book	3,	20.	Czerny	repeats	the	same	thing	a	few	pages	after	(p.	29),	underlining	the	importance	of	having	“practiced”	fingers	and	“refined	feeling”.	
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flexibility	of	the	fingers,	prompted	by	the	gifts	of	feeling	and	of	talent”211.	In	order	to	achieve	this	skill,	practicing	the	scales	at	different	degrees	of	touches	is	suggested,	but	this	goes	together	with	the	player’s	talent	to	feel	and	understand	the	degree	of	required	 articulation	 and	 its	 purpose.	 This	 does	 not	 mean	 that	 a	 student	 with	 a	lesser	degree	of	talent	cannot	achieve	a	good	understanding	of	the	use	of	touches	in	music.	Feeling	and	talent	should	be	educated	and	they	can,	 to	a	certain	degree,	be	developed	 in	 a	 student.	As	 an	experienced	piano	 teacher,	Czerny	knows	 that	 each	pupil	might	have	a	different	degree	of	talent,	including	some	who	are	not	naturally	highly	gifted	 for	piano	playing.	 In	 fact,	writing	his	method,	Czerny	underlines	 that	the	aim	of	the	work	is:		to	 ensure	 to	 every	Pupil	who	possesses	 any	degree	of	 talent,	 and	who	has	sound	 and	 flexible	 fingers,	 in	 the	 shortest	 possible	 time,	 great	 and	 well-regulated	volubility	of	finger;	and	gradually	to	develop	to	him	all	 the	points	which	 belong	 to	 Piano	 forte	 playing-,	with	 particular	 reference	 to	 this	 just	and	most	essential	quality	[volubility	of	finger].212		Therefore,	he	considers	 it	essential	 to	provide	stylistic	advice	along	with	 technical	advice.	
Legatissimo	is	 the	 first	 touch	defined	 in	 the	chapter.	To	obtain	 it,	 the	 finger	has	 to	hold	 the	note	 for	a	 longer	 time	 that	 the	one	prescribed	by	 the	note’s	value.	Therefore,	 this	 touch	 can	 be	 used	 only	 in	 consonance	 with	 the	 harmony,	 mainly	arpeggiated	 passages,	 either	 to	 underline	 a	 “touching	 melody”	 or	 to	 increase	 the	“fullness	of	harmony”.	t	is	usually	associated	with	pp,	p	and	mezza	voce,	rarely	with	f	or	ff.																																																									211	Czerny,	Book	3,	20.	212	Czerny,	Book	2,	129.	
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The	 example	 below	 shows	 its	 use	 in	 both	 cases,	with	 a	melodic	 line	 in	 the	right	hand	and	harmonic	fullness	in	the	left	hand.	
Figure	19	Czerny,	Book	3,	p.	21			
	According	to	Czerny,	the	character	of	the	passage	is	“mournful”,	and	requires	“great	expression”.	To	provide	the	correct	sound,	these	are	the	“rules,	and	styles	of	playing”	that	the	pianist	should	observe:	1. Both	 hands	 must	 always	 be	 held	 firm,	 and	 with	 all	 their	 weight	resting	 on	 the	 keys;	 although	 the	 fingers,	 wherever	 P	 or,	 PP	 is	indicated,	must	strike	as	gently	as	is	necessary.	2. At	 all	 crotchets	 and	 minims,	 the	 fingers	 after	 the	 percussion,	 must	keep	the	keys	firmly	down,	as	low	as	they	will	descend.	3. In	the	first	3	bars,	the	notes	of	the	melody	in	the	right	hand	must	be	held	 down	 so	 long,	 that	 each	 finger	 shall	 not	 quit	 its	 key,	 till	somewhat	 after	 the	 next	 note	 is	 struck	 say	 not	 till	 after	 about	 the	length	of	one	of	the	quavers	of	the	accompanying	triplets.	The	2	last	triplets	in	the	third	bar,	and	the	3	last	triplets	in	the	5th	bar	are	to	be	held	 as	 long	 in	 the	 right	 hand	 as	 each	 finger	 can	 possibly	 remain	stationary	on	 its	key.	The	same	applies	 to	all	 the	 triplets	 in	 the	 left	hand.	4. At	the	passages	 in	several	parts	which	occur	 in	the	4th	and	6th	bars,	the	 fingers	 must	 glide	 from	 one	 note	 to	 another	 with	 all	 possible	smoothness,	tranquility,	and	connection.213																																																									213	Czerny,	Book	2,	21.	
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Here	Czerny	mentions	not	 only	 the	use	of	 the	 single	 finger	 to	 acquire	 the	desired	touch,	 but	 also	 the	 use	 of	 the	 weight	 of	 the	 whole	 hand,	 and	 later	 on,	 when	explaining	octave	playing,	he	mentions	the	importance	of	arm	flexibility,	in	order	to	perform	with	correct	articulation,	sound	and	speed.		
Legatissimo	 is	 followed	 by	 Legato,	 which,	 as	 stated	 earlier,	 became	 the	common	 touch	during	Czerny’s	 time.	Legato	means	 to	 hold	 the	 note	 for	 its	 entire	value	 until	 the	 next	 one	 is	 played.	 	 The	 legato	 sound	 that	 a	 player	 should	 try	 to	obtain	 must,	 Czerny	 says,	 be	 as	 close	 as	 possible	 to	 the	 human	 voice	 or	 to	 a	woodwind	 instrument,	 particularly	 a	 clarinet	 or	 a	 flute.	 At	 all	 times,	 the	 sonority	should	be	a	“fine	full	tone”,	and	legato	is	possible	both	in	fast	and	in	slow	passages.	In	 addition,	 he	 also	 provides	 an	 example	 of	 legato	 between	 repeated	 notes,	underlining	the	importance	to	keep	down	“the	crotchets	in	both	hands,	so	that	the	fingers	may	not	be	taken	up	till	as	late	as	possible,	that	is,	just	before	the	percussion	of	the	next	note.”214	
Figure	20	Czerny,	Book	3,	p.	22	
	In	addition	to	the	general	description	of	legato,	Czerny	shows	a	few	examples	in	 which	 the	musician	 should	 be	 particularly	 careful	 about	 obtaining	 it.	 The	 first																																																									214	Czerny,	Book	3,	22.	
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case	happens	when	a	progression	of	legato	notes	is	shared	between	the	two	hands.	In	order	to	get	the	same	sonority	 in	both,	 the	first	hand	should	hold	the	final	note	until	 the	 other	 hand	 plays	 the	 following,	 unless,	 as	 he	 adds,	 a	 specific	 effect	 is	required	in	which	the	gap	between	the	hands	should	be	heard.	The	 second	 case	 occurs	 when	 the	 composition	 contains	 legato	 octaves.	Czerny	suggests	the	use	of	fingers	3	and	4	when	possible	to	connect	the	top	voice.	No	mention	 is	 made	 of	 the	 use	 of	 the	 pedal	 to	 connect	 a	 melodic	 line:	 it	 is	 only	through	 fingers	 that	 legato	 is	 achieved.	 In	 those	 cases,	 Czerny	 mainly	 provides	examples	 reachable	 for	 the	 average	 hand,	without	 considering	wider	 distances	 or	small	hands.	A	solution	for	those	 latter	cases,	and	to	play	a	chain	of	chords	 legato,	can	 be	 found	 in	 his	 explanation	 of	 legato	 in	 large	 skips,	 as	 the	 following	 example	shows:	
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Figure	21	Czerny,	Book	2,	p.	24	
		Such	skips	are	possible	in	both	hands,	and	in	the	next-to-last	two	measures	there	is	an	example	of	octave-to-chord	legato,	although	this	is	not	possible	with	the	fingers.	Again	 in	 this	case	 the	pedal	 is	not	considered	or	mentioned	as	an	aid	 to	 the	hand.	Interestingly,	 Czerny	 speaks	 about	 the	 importance	 of	 perfectly	 developing	 “the	power	of	projecting	our	hands	towards	any	given	point	and	the	certainty	of	taking	a	true	aim,	so	that	we	might	not	fall	on	those	distant	keys	with	too	much	weight.”	215	This	 is	 the	only	 time	Czerny	refers	 to	 the	 “power	of	projecting	 the	hands”	 in	opus	500,	and	no	mention	of	it	was	made	in	other	tutorials	studied	here.	Most	likely,	the																																																									215	The	power	of	projecting	the	hands	 in	German	is	addressed	as	“wurfkraft”	and	“forza	di	proiezione”	in	Italian.	
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legato	in	this	example	is	made	practically	possible	through	a	correct	planning	of	the	dynamics	 between	 the	 notes,	 i.e.	 thinking	 about	 a	 diminuendo	 between	 the	 top	octave	and	the	last	chord	of	the	bar,	and	also	by	avoiding	an	accent	at	the	end	of	the	measure.	 Sandra	 Rosenblum,	 in	 her	 study	 of	 phrase-length	 slurs	 in	 classical	repertoire,	shows	examples	in	Beethoven	and	Clementi’s	music	in	which	a	slur	was	used	over	instances	where	a	real	legato	was	not	possible.	She	calls	these	particular	slurs	“illusory	slurs”	or	“aural	images”,	where	“the	slurs	suggest	the	ideally	smooth	linkage	and	the	dynamic	relationship”	of	the	notes.	This,	as	she	shows,	also	happens	in	 “melodic	 phrases	 in	 octaves	 […];	 with	 repeated	 notes	 […];	 and	 with	rests.”216Therefore,	Czerny’s	 “power	of	projecting	 the	hands”	might	be	 interpreted	as	 the	 ability	 of	 the	 hand	 to	 give	 the	 illusion	 of	 legato,	 through	 control	 of	 the	dynamics	between	two	notes	or	chords	that	are	far	apart.		Lastly,	 in	chapter	 twelve	of	Book	3,	Czerny	explains	why	 legato	 is	 the	most	difficult	touch	when	applied	to	works	in	“serious”	style.	As	in	musical	works	in	the	free	and	ideal	style,	of	which	we	have	previously	treated,	 the	 traits	 of	 melody	 in	 brilliant	 passages	 require	 to	 be	 made	particularly	prominent,	because	all	the	rest	is	mere	accompaniment;	so	in	a	Fugue,	each	part	must	proceed	with	equal	energy	and	firmness	of	legato,	and	the	Player	must	produce	 the	same	kind	of	effect,	as	if	he	possessed	as	many	
hands	as	there	are	parts.217			As	a	practical	aid,	Czerny	advises	to	practice	each	voice	(n.b.	not	hand)	separately,	with	a	firm	touch	and	a	perfect	legato.	To	achieve	legato	the	pianist	will	have	also	to	play	with	“strange”	fingering,	using	finger-substitutions	as	well	as	turning	on	other																																																									216	For	a	detailed	discussion	and	examples	see	S.	Rosenblum,	169.	217	Czerny,	Book	3,	89.		
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fingers	 than	 one	 (e.g.,	 4-3	 or	 5-4).	 The	 following	 example	 shows	 Czerny’s	way	 of	fingering	a	fugato	passage.218	Original	passage:	
Figure	22	Czerny,	Book	3,	p.	90	
		 	
																																																								218	Czerny	was	highly	acquainted	with	J.S.	Bach	fugues,	he	edited	and	fingered	the	complete	book	of	Bach’s	Wholtemperierte	Clavier	(Leipzig:	Peters).	
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Fingering	to	save	the	legato	for	each	voice:	
Figure	23	Czerny,	Book	3,	p.	90	
	The	 next	 articulation	 discussed	 in	 opus	 500	 is	mezzo	 staccato.	 As	 already	mentioned,	there	are	two	degrees	of	mezzo	staccato,	one	that	happens	when	holding	the	 note	 for	 two	 thirds	 of	 its	 real	 length,	 the	 other	 for	 half	 of	 it.	 The	 first	 type	 is	applied	to	slower	passages,	and	the	detachment	of	the	notes	is	achieved,	according	to	Czerny,	by	raising	up	the	whole	hand,	whereas	in	the	other	case	the	player	must	use	only	his	fingers.	The	first	kind	of	execution	resembles,	in	slow	tempo,	a	“speech	interrupted	by	sighs”,	and	 it	 is	usually	associated	with	soft	dynamics.	 	The	second	species	of	mezzo	staccato	is	applied	instead	to	fast	passages	and:		it	 consists	 in	 this,	 that	 each	 finger	with	 its	 soft	 and	 fleshy	 tip	 on	 the	 keys,	makes	a	movement	 like	that	used	in	scratching	or	 in	tearing	off	something,	employs	a	more	or	 less	of	 the	 rapid	action	of	 the	nerves	and	muscles;	 and	thereby	obtains	a	very	clear,	pearly,	and	equal	 touch,	by	which	even	 in	 the	quickest	 times,	 all	 passages	 may	 be	 executed	 with	 equal	 roundness	 and	
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finish,	with	 a	 full	 and	not	 too	harsh	 a	 tone,	 and	with	 the	most	perfect	 and	pleasing-	tranquility	of	the	hands.219		According	to	Czerny,	most	of	the	brilliant	style	works,	containing	hundreds	of	notes	and	 in	 a	 fast	 tempo,	 are	 to	 be	 executed	 using	 this	 second	 kind	 of	mezzo	staccato,	since	 the	 legato	 touch	 would	 make	 them	 too	 “dull	 and	 monotonous”	 and	 the	
marcato,	staccato	 touch	would	make	 them	 too	 “hard	and	 coarse”.	 In	 addition,	 this	specific	articulation	is	fundamental	for	all	the	passages	marked	with	leggiermente	o	
leggierissimo	 or	 any	 of	 the	 embellishments	 proper	 of	 romantic	 music,	 as	 Czerny	underlines:	The	 longer	 tasteful	 embellishments	 are	 real	 ornaments	 to	 every	 melody,	when	 the	 Composer	 introduces	 them	 in	 the	 proper	 place,	 and	 the	 Player	executes	them	with	delicacy	and	the	right	degree	of	intonation.	They	enable	the	simple	melody,	which	without	this	could	not	produce	on	the	Piano-forte	 that	 effect	which	 is	 so	 easily	 obtained	 by	means	 of	 the	 human	voice	 or	 of	 stringed	 and	wind-instruments,	 and	which	 gives	 the	 Player	 an	opportunity	of	expressing	the	delicacy	of	his	sentiments	in	the	most	effective	and	varied	manner.	But	 only	 those	 players	 who	 possess	 a	 very	 high	 degree	 of	 execution	 and	facility,	can	execute	them	with	dignity	and	propriety;	as	a	clumsy,	indistinct,	and	 ill	 calculated	 execution	 of	 them	 and	 of	 their	 effects,	 is	 capable	 of	rendering	 them	 as	 disagreeable	 to	 the	 ear,	 as	 the	 opposite	 way	 is,	 of	imparting	a	charm	felt	by	everyone	who	hears	them.	[…]	The	 touch	 suited	 to	 these	 long	 and	 rapid	 embellishments	 is	 a	 medium	between	 the	 Legato	 and	 the	 Staccato,	 in	 which	 the	 fingers,	 without	 the	smallest	movement	 of	 the	 hand,	 strike	 the	 keys	 gently	 and	with	 lightness,	and	 them	 break	 quickly	 away	 from	 them,	 so	 however	 that	 the	 touch	 shall	very	nearly	approach	to	the	Legato.220			To	conclude	the	section,	Czerny	underlines	the	importance	of	practicing	the	scales	using	the	different	possible	degrees	of	mezzo	staccato,	applied	to	different	degrees	of	dynamics	and	speeds.	
																																																								219	Czerny,	Book	3,	26.	220	Czerny,	Book	3,	43–45.	
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	 Czerny	marks	Staccato	with	 dots	 only,	while	 dashes	 are	 saved	 for	Marcato	
Staccatissimo.	The	other	options	possible	are	notes	 followed	by	 rests.	 In	 this	 case,	the	single	note	should	take	half	of	its	value,	and	the	specific	touch	requires:		 a	 short	 firm	 percussion	 of	 the	 keys	 by	 the	 fingers,	 without	 lifting	 up	 the	hands	 in	 any	 considerable	 degree,	 and	 without	 making	 use	 of	 that	 quick	withdrawing	or	sudden	dragging	away	of	the	tips	of	the	fingers,	of	which	we	have	spoken	in	the	last	Section	[required	for	mezzo	staccato].221		Any	degree	of	dynamic	may	be	applied	to	those	two	species	of	staccato	;	therefore,	it	is	essential	for	the	player	to	practice	the	different	scales	and	scale	exercises	with	a	
staccato	touch	at	different	dynamic	levels.	But	this	is	not	a	suitable	articulation	for	passages	marked	presto	or	prestissimo,	where	a	mezzo	staccato	of	the	second	type	is	easier	to	obtain	and	produces	a	clearer	sound.	Therefore,	the	staccato	scales	should	be	practiced	starting	from	a	slow	tempo	to	a	moderately	fast	speed.	At	 the	 end	 of	 the	 paragraph,	 Czerny	 comments	 on	 an	 example	 with	two/three-notes	slurs.	In	those	cases,	the	last	note	must	be	performed	staccato	and	even	more	staccato	(meaning	to	hold	the	note	less	than	half	of	its	value)	if	a	dot	is	added	at	the	end.	
Figure	24	Czerny,	Book	3,	p.	27	
	
																																																								221	Czerny,	Book	3,	26.	
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Similar	 passages	 are	 proper	 to	 both	 the	 classical	 and	 romantic	 repertoires.	 The	following	example	shows	its	application	in	Beethoven’s	Piano	Sonata,	opus.	78.	
Figure	25	Beethoven,	Piano	Sonata	opus	78,	Mov.	2	
	Here	 the	right	hand	plays	sixteenth-notes	 for	most	of	 the	 time	at	a	very	 fast	pace.	Most	 of	 them	are	under	 two-note	 slurs,	which	makes	 it	 possible	 to	perform	 them	using	a	partial	rotation	of	the	wrist,	preparing	the	next	position	in	time.	The	 fifth	 and	 last	 touch	 considered	 is	 Marcato	 or	 Staccatissimo.222 	This	articulation	 is	usually	marked	with	dashes,	but	up	 to	Beethoven’s	 time	composers	were	 using	 often	 dots	 and	 dashes	 interchangeably	 for	 staccato;	 the	 difference	 in	touch	was	understood	from	the	musical	context.	To	obtain	this	sound,	a	motion	of																																																									222	In	 the	 Italian	 translation	“marcato	or	staccatissimo”	 forms	a	single	expression:	Marcato	
Staccatissimo,	 since	 they	 are	 not	 synonyms.	 But	 the	 “or”	 in	 between	 is	 found	 in	 both	 the	English	and	the	German	edition.	
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the	 hand	 and	 of	 the	 forearm	 is	 required,	 since	marcato	 is	 employed	mainly	with	octaves	 and	 chords,	 and	 often	 also	with	 skips.	 In	 relation	 to	 dynamics,	 this	 touch	goes	 together	 mainly	 with	 f	 or	 ff.	 Therefore,	 Czerny	 warns	 the	 player	 to	 pay	attention	 to	 the	 fine	 tone	 always	 required,	 “so	 that	 the	 Martellamento	 may	 not	degenerate	into	a	mere	thump	or	crash.”223	Interestingly,	even	if	this	articulation	is	not	applicable	to	the	fastest	speed	possible,	still	it	demands	a	high	level	of	technique,	and	makes	the	passage	in	which	it	is	used	sound	brilliant.	For	 instance,	 Czerny	 shows	 a	 short	 musical	 passage	 first	 played	 Moderato	 and	
mezzo	forte,	with	a	legato	touch,	the	second	time	still	Moderato,	but	forte	and	with	a	
marcato	staccatissimo	touch.	
Figure	26	Czerny,	Book	3,	p.	29	
	In	 the	 first	 case,	 the	 passage	 does	 not	 look	 difficult	 at	 all,	 but	 in	 the	 second	 it	becomes	harder	 if	played	 “with	bent	and	rigid	 fingers,	with	great	 force,	extremely	short,	and	with	the	necessary	movements	of	the	arm”.224	Czerny	marks	this	way	of	playing	 as	 the	 most	 characteristic	 of	 Bravura	 style,	 which	 is	 typical	 of	 brilliant	pieces:	
																																																								223	Czerny,	Book	3,	28.	224	Czerny,	Book	3,	29.	
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When	a	passage	executed	in	this	manner,	and	really	difficult,	and	conceived	by	the	Composer	with	brilliancy,	it	receives	the	character	of	the	Bravura,	or	that	which	is	more	particularly	called	the	brilliant	style	of	playing.225			
EXPRESSION	IN	BRILLIANT	PASSAGES	Czerny,	after	explaining	these	different	gradations	of	touches	and	dynamics,	devotes	 one	 chapter	 of	 his	 work	 specifically	 to	 emphasize	 the	 importance	 of	expression	 in	 passages	 that,	 as	 he	 states,	 were	 once	 conceived	 to	 have	 only	 a	mechanical	function.	He	states	at	the	beginning	of	the	chapter:		§1.	 In	 former	 times,	when	mechanical	practice	had	not	been	carried	 to	 the	same	 height	 as	 at	 present,	 Players	 were	 content,	 when	 they	 were	 able	 to	execute	 rapid	 running-	 passages	 distinctly	 and	 in	 correct	 Time,	 however	coarsely;	and	the	novelty	of	the	thing	then	never	failed	to	excite	admiration.	Now	we	 have	 discovered	 that	 even	 the	most	 difficult	 passages	 admit	 of	 a	high	 degree	 of	 expression;	 that	 by	 delicacy	 of	 touch,	 well	 introduced	
rallentandos	 &c,	 an	 attractive	 charm	maybe	 given	 to	 such	 passages,	which	formerly	 were	 considered	 only	 as	 an	 excessive	 heaping	 together	 of	 a	monstrous	 number	 of	 notes.	 By	 this	 discovery,	 Piano	 -forte	 playing	 has	already	gained	an	 infinite	degree	of	 improvement;	and	many	Compositions	obtain	hereby	an	 intrinsic	 value,	which	 they	 could	not	otherwise	 lay	 claim	to;	 for	 in	 this	way,	 passages	 possess	 a	 real	melodial	 interest,	 and	 cease	 to	appear	to	the	listener	as	a	mere	senseless	jargon.226		Therefore,	 in	his	vision,	 it	 is	 important	 to	recognize	the	different	characters	 that	a	brilliant	 passage	 can	 have	 and	 to	 express	 them	 correctly.	 Czerny	 presents	 four	different	 species	 of	 brilliant	 passages,	 and	 for	 each	 one	 provides	 an	 example	 and	explains	how	 to	achieve	 the	 required	expression	and/or	effect.	The	description	of	the	four	groups	is	summarized	in	the	following	quote,	while	the	whole	chapter	with																																																									225	Czerny,	Book	3,	29.	226	Czerny,	Book	3,	51.	
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musical	examples	can	be	found	in	Appendix	III.	The	four	groups	are:	
A. Such	 as	 at	 the	 same	 time	 form	 a	 melody,	 […]	 Such	 passages	 must	consequently	be	played	 legato,	and	that	peculiar	and	brilliant	kind	of	touch	which	 imparts	 a	 marked	 effect	 to	 each	 single	 note,	 would	 not	 be	 suitable	here.	
B. Such	 as,	 without	 absolutely	 forming	 a	melody,	 are	 capable	 of	 producing	 a	very	pleasing	effect	by	a	 very	 light	 and	delicate	 touch,	particularly	 in	 the	upper	octaves.	 […]	Here	must	 be	 combined	 great	 volubility	 of	 finger,	 a	 very	 light	and	easy	manner	of	 holding	 the	 hand	 and	 arm,	 and	 a	 delicate	 half-	 withdrawing-	 mode	 of	touch,	which	must	still	allow	the	notes	to	vibrate	with	bell-like	distinctness	and	beauty.	
C. Brilliant	passages,	properly	so	called,	which	must	be	executed	for	the	most	part,	with	energy,	more	or	less	staccato,	much	movement,	strongly	and	spiritedly	marked,	and	with	the	utmost	clearness.	
D. Lastly,	 there	 also	 are	 passages	 intended	 to	 produce	 an	 effect	 collectively,	without	regard	to	the	notes	individually.227		Czerny	 remarks	 how	 it	 is	 important	 to	 execute	 each	 passage	 according	 to	 the	required	 character,	 and	 not	 to	 play	 all	 brilliant	 passages	 loud	 and	 “strongly	accented”.	Lastly,	he	reiterates	once	again	the	importance	of	practicing	the	scales	to	obtain	the	clear	and	delicate	touch	required	in	some	of	these	passages:	§5.	To	insure	sufficient	volubility	of	finger	to	execute	great	difficulties	with	a	light	 and	 delicate	 touch,	 the	 Pupil	 must	 practise	 thoroughly	 and	 in	 every	degree	 of	 movement,	 not	 only	 all	 the	 Scale	 Exercises,	 but	 also	 all	 the	examples	 on	 fingering,	 which	 are	 contained	 in	 the	 2nd	 part	 of	 this	 School,	both	with	brilliancy	and	energy,	and	with	lightness	and	delicacy.228		 	
CONCLUSION	Czerny’s	 chapter	 on	 “Expression	 in	 Brilliant	 Passages”	 clearly	 represents	 a	proof	of	his	 idea	of	the	proper	aim	of	piano	technique,	since	it	shows	on	one	hand																																																									227	Czerny,	Book	3,	51–54.	228	Ibid.	
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the	importance	and	necessity	to	have	fast	fingers,	on	the	other	hand	the	necessity	to	develop	not	only	their	speed,	but	also	their	ability	of	performing	different	touches	as	well	as	dynamics,	in	order	to	perform	with	the	correct	style	and	expression.	The	 example	 below	 is	 from	 chapter	 nine	 of	 book	 three	 of	 op.	 500,	 “On	 the	Brilliant	 Style	 of	 Playing”,	where	 a	more	 generic	 discussion	 of	 playing	 in	 brilliant	style	is	given.	This	example	shows	the	great	impact	dynamics	and	articulation	play	in	 the	 rendering	 of	 the	 passage,	 underscoring	 how	 essential	 their	 learning	 is	 to	becoming	 a	 good	 pianist.	 Czerny	 displays	 the	 same	musical	 phrase	 played	 in	 two	different	 ways:	 piano-moderato	 and	 mostly	 legato	 the	 first	 time,	 obtaining	 a	cantabile	 and	 dolce	 character;	 and	 forte-vivace	 and	 staccato	 the	 second	 time,	requiring	a	brilliant	execution.	
Figure	27	Czerny,	Book	3,	p.	80	27.1	
	27.2	
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One	concludes	that	the	style	and	marking	found	in	a	score	are	not	secondary	to	 the	 notes,	 since	 the	 character	 changes	 completely	 if	 the	 articulation,	 dynamics	and	 tempo	 are	 modified.	 Therefore,	 as	 Czerny	 stresses	 through	 his	 method,	 it	 is	fundamental	for	the	player	to	learn	how	to	control	those	aspects	of	the	performance.	One	more	essential	tool	related	to	finger	training	can	help	the	player	to	achieve	the	appropriate	musical	rendering:	the	right	choice	of	fingering,	which	often	relates	to	the	required	touch,	accentuation	and	rhythmic	subdivision,	as	will	be	explained	 in	the	following	chapter.		 	
		147	
CHAPTER	EIGHT	
FINGERING	AND	MUSICAL	EXECUTION	IN	OPUS	500	
	In	the	previous	chapter,	Czerny’s	usage	of	scales	to	develop	finger	agility	and	their	ability	to	control	expressive	playing	was	presented.	This	chapter	describes	the	connection	 between	 fingering	 and	 execution,	 as	 presented	 in	 the	 second	 book	 of	opus	500.	According	to	Czerny:		§1.	The	Pianist	has	at	his	command	only	five	fingers	on	each	hand;	and	yet	with	 these	 he	must	 be	 in	 a	 condition	 to	 execute	 the	most	 rapid	 runs,	 the	most	 intricate	 passages,	 consisting	 often	 of	 numberless	 notes,	 the	 boldest	skips,	the	most	delicate	and	complicated	embellishments,	and	that	with	the	same	perfect	equality,	connection,	and	volubility,	as	if	nature	had	bestowed	upon	 him	 at	 least	 fifty	 fingers.	 In	 what	 way	 is	 this	 piece	 of	 magic	 to	 be	effected?	§2.	It	is	by	the	art	of	fingering;	and	the	flexibility	of	the	nerves	of	the	fingers	conjointly;	 by	 which	 the	 limited	 number	 of	 our	 fingers	 is	 multiplied	 ad	infinitum,	and	by	which	the	Player	attains	that	dominion	and	certainty	over	the	entire	keyboard,	before	which	all	difficulties	ultimately	vanish.	§3.	The	doctrine	of	fingering	must	keep	equal	pace	with	the	development	of	mechanical	 dexterity;	 for	 the	 former	would	 be	 to	 no	 purpose	without	 the	latter,	and	the	 latter	without	the	former	would	be	wholly	 impossible.	What	are	called	difficulties,	ought	to	have	no	existence	for	the	Player;	that	is	to	say,	those	passages	which	require	particular	adroitness,	or	certainty,	or	practice,	must	be	executed	by	him	just	as	easily,	naturally,	and	unlaboured,	as	those	which	are	really	easy;	and	the	hearers	must	never	observe	in	the	Artist,	even	in	the	most	difficult	passages,	any	degree	of	 laborious	endeavour.	 It	 is	only	by	 this	 that	 we	 can	 attain	 to	 the	 highest	 summit	 of	 the	 art,	 Beauty	 of	
execution.229		Czerny	 remarks	 on	 the	 importance	 of	 good	 fingering	 correlated	 with	 gaining	“beauty	of	execution”.	He	starts	off	giving	specific	 rules	and	 fingered	exercises	mostly	 founded	on	scale	 and	 arpeggio	 fingerings.	 In	 his	 opinion,	 to	 be	 able	 to	 face	 both	 easier	 and																																																									229	Czerny,	Book	2,	2.	
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harder	passages	in	the	repertoire	without	any	burden,	it	is	important	to	know	those	rules	well	and	to	practice	the	exercises	provided	in	all	the	different	keys.		According	to	the	second	book	of	opus	500,	the	three	basic	rules	for	fingering	are	the	following:			1. The	4	long	fingers	of	each	hand,	namely	the	1st,	2nd,	3rd	and	4th,	must	never	be	passed	over	one	another.			2. The	same	finger	must	not	be	placed	on	two	or	more	consecutive	keys.	3. The	thumb	and	the	little	finger	should	never	be	placed	on	the	black	keys	in	playing	the	scales.230		Next,	 he	 adds	 a	 fourth	 rule	 that	 shows	 his	 awareness	 of	 the	 relation	 of	 good	fingering	to	the	manner	of	execution:	
Every	passage	which	may	be	 taken	 in	 several	ways,	 should	be	played	 in	 that	
manner	which	 is	 the	most	 suitable	 and	 natural	 to	 the	 case	 that	 occurs,	 and	
which	 is	 determined	 partly	 by	 adjacent	 notes,	 and	 partly	 by	 the	 style	 of	
execution.		In	 the	 sequel	 we	 shall	 see	 that	 upon	 these	 principles,	 we	 are	 sometimes	compelled	to	deviate	from	the	regular	modes	of	fingering.231		Analyzing	 the	 second	 volume	 of	 his	 method,	 two	 main	 associations	 between	fingering	suggestions	and	musical	rendering	emerge:	
- Fingering	 planned	 in	 respect	 of	 rhythmic	 subdivision,	 accentuation	 and	required	tempo	heading;	
- Fingering	 planned	 according	 to	 the	 prescribed	 touch	 or	 to	 obtain	 specific	effects.		
																																																								230	Czerny,	Book	2,	3.	231	Czerny,	Book	2,	4.	
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FINGERING,	RHYTHMIC	SUBDIVISION,	ACCENTUATION	AND	TEMPO	In	 book	 one,	 Czerny	 requires	 the	 student	 to	 learn	 the	 fingerings	 of	 all	 the	scales,	 since	most	 of	 the	 examples	 and	 exercises	 of	 the	 second	volume,	which	 are	built	on	scales,	follow	those	fingerings.232	Nevertheless,	 the	 first	 chapter	 of	 book	 two	 shows	 already	 more	 than	 one	option	for	fingering	a	scale,	which	depends	on	the	rhythmic	subdivision	required	by	the	 passage.	 The	 following	 example	 shows	 the	 C	 Major	 scale	 written	 with	 three	different	subdivisions,	for	which	Czerny	gives	three	different	fingerings:	1. The	passing	of	the	thumb	always	under	the	2nd	finger233,	or	of	that	finger	over	the	thumb.	Ex:		
Figure	28	[German	Edition]		
		
	 	
																																																								232	Czerny,	 as	 explained	 in	 chapter	 three	 of	 this	 study,	 uses	 the	modern	 fingering	 for	 the	scales.	For	a	complete	list	of	Czerny’s	scale	patterns	refer	to	Appendix	I.	233	Finger	notation	used	in	the	English	translation	of	opus	500	follows	the	English	notation:	+	for	1,	1	for	2,	2	for	3	3,	for	4,	and	4	for	5.	
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Figure	29	[English	Edition]	
		This	 is	particularly	applicable	to	Triplets	 if	we	wish	to	give	the	first	note	of	each	triplet	a	particular	degree	of	emphasis.	2dly	 the	 particular	 passing	 of	 the	 thumb	 under	 the	 3rd	 finger,	 or	 of	 that	finger	over	 the	thumb.	This	 is	chiefly	 to	be	employed	 in	very	quick	runs	to	produce	the	greatest	possible	equality.		
Figure	30	
		3dly	 This	 scale	might	 also	 occasionally	 be	 played	 by	 +	 1	 only,	 to	 produce	certain	effects.		
Figure	31	
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The	emphasis	which	the	thumb	gives	each	time	to	the	note	whether	we	will	or	no,	 produces	 an	 effect	which	 the	Composer	 at	 times	may	wish	 for.	This	fingering	is	however	always	indicated	by	the	Author	himself.	 In	every	case,	the	player	must	learn	to	make	him	self-master	of	it234.		This	is	applied	also	to	passages	of	double-notes,	either	broken	or	blocked.	When	an	accent	every	two	notes	is	required,	and	if	the	black	keys	allow	for	it,	instead	of	using	1-3	or	2-4,	 as	 the	 general	 rule	 for	broken	 thirds	 suggests,	 he	 combines	 those	 two	fingerings,	as	the	following	example	shows:	
Figure	32	Czerny,	Piano-Forte	School,	Book	2,	p.	35	
	If	an	accent	every	six	notes	is	required,	Czerny	allows	the	use	of	thumbs	on	a	black	key,	and	he	provides	the	following	option	for	any	key:	
Figure	33	Czerny,	Piano-Forte	School,	Book	2,	p.	37	
		If	the	accentuation	demands	it,	the	use	of	the	thumb	and	the	fifth	on	a	black	key	also	in	 broken-chord	 passages	 is	 possible.	 The	 first	 example	 shows	 two	 different	fingerings,	 depending	 on	 the	 necessity	 or	 not	 to	 accent	 the	 first	 note	 of	 every	quadruplet:	§3.	The	regular	way	of	fingering	for	the	chord	repeated	in	all	its	3	positions	is,	as	is	well	known,	the	following	one.	
																																																									234	Czerny,	Book	2,	11.	
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Figure	34	
	But	 if	 we	 wish	 to	 give	 to	 the	 first	 note	 of	 each	 group	 of	 notes	 a	 marked	accent,	we	may,	and	indeed	must,	place	the	thumb	and	the	little	finger	on	the	black	keys.	Thus.235		
Figure	35	
		If	 possible,	 the	 same	 exception	 can	 be	 applied	when	 an	 accent	 every	 six	 notes	 is	required:	
Figure	36	Czerny,	Piano-Forte	School,	Book	2,	p.	57	
	Similar	examples	are	found	in	Czerny’s	fingering	of	Beethoven’s	Piano	Concerto	no.	5,	op.	73,	mov.	1,	where	he	allows	the	use	of	the	thumb	on	a	black	key,	in	order	to																																																									235	Czerny,	Book	2,	57.	
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clearly	mark	the	accent	every	eighth	notes	where	otherwise	he	would	use	finger	two	on	the	A-flat:	
Figure	37	Czerny,	Supplement	[German	Edition],	p.	115	
		On	 the	 contrary,	 in	 case	 a	 passage	 should	 sound	 as	 smooth	 as	 possible,	 with	 no	accents	on	any	note,	Czerny	offers	a	fingering	that	completely	avoids	the	use	of	the	thumb:	1. The	 following	descending	passage	 for	 the	right	hand,	which	 is	also	derived	from	 the	diatonic	 scale,	 should	be	played	 in	all	 the	keys	with	 the	3	middle	fingers,	without	the	help	of	the	thumb;	this	will	be	found	the	best	and	most	natural	way.236		
Figure	38	
		In	 the	case	of	a	 fast	passage	 that	requires	 the	greatest	evenness	and	roundness	of	sound,	 he	 suggests	 to	 turn	 the	 thumb	 in	 between	 the	 interval	 of	 a	 fourth;	consequently,	using	in	place	of	the	common	fingering	of	a	root-position	triad,	1-2-3,	a	less	common	fingering	that	implies	the	turn	after	2	and	after	4:	
																																																								236	Czerny,	Book	2,	28.	
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§9.	When	 the	notes	 of	 the	 common	 chord	 in	 the	 first	 position	 ascend	very	rapidly	 in	 the	 right	 hand,	 and	 break	 off	 suddenly	 at	 top,	 the	 following	fingering	 is	 extremely	 useful,	 because	 by	 its	 means	 the	 passage	 may	 be	accented	with	much	greater	roundness.		
Figure	39	
	[…]	The	 reason	 for	 this	exception	 is,	 that	with	 the	usual	 fingering	belonging	 to	the	first	position,	it	is	extremely	difficult	in	very	quick	degrees	of	movement	to	give	 to	 this	passage	 the	requisite	equality	and	roundness,	 in	passing	 the	thumb	under	after	the	interval	of	the	fourth	as.	Ex:	237	
Figure	40	
		In	general,	when	it	is	possible	to	choose	between	more	than	one	fingering,	Czerny’s	approach	 is	 that	 this	 should	 be	 done	 in	 accordance	 with	 the	 accentuation	 and	subdivision,	but	also	the	general	pace	of	the	passage,	as	the	examples	below	prove:	Along	 with	 the	 degree	 of	 rapidity,	 the	 style	 of	 performance	 has	 much	influence	on	the	choice	between	the	above	two	ways	of	fingering.	When,	for	example,	the	following	passage	is	to	be	played	moderately	quick	and	piano,	the	ordinary	mode	of	fingering	will	always	be	sufficient			 	
																																																								237	Czerny,	Book	2,	61.	
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Figure	41	
	But	when	the	same	short	runs	are	to	be	played	very	quick,	loud,	and	with	a	peculiar	emphasis	on	the	last	note,	the	following	fingering	will	in	all	cases	be	better:	
Figure	42238	
		As	the	examples	presented	so	far	have	shown,	the	first	thing	to	consider	to	finger	a	passage,	wherever	possible,	depends	on	the	rhythmic	subdivision	of	the	passage,	the	specific	accents	marked	by	the	composer,	and/or	on	the	pace	required.	
FINGERING	ACCORDING	TO	THE	REQUIRED	ARTICULATION	The	 second	 important	 element	 to	 consider	 when	 choosing	 one	 or	 another	 finger	pattern	is	the	articulation	marked	by	the	composer.		 In	 explaining	 the	 fingering	of	 parallel	 double-note	passages,	 such	 as	 thirds,	fourths	 and	 sixths,	 Czerny	 points	 to	 the	 necessity	 of	 following	 one	 or	 the	 other	fingers	according	to	the	required	articulation:	
																																																								238	Czerny,	Book	2,	11.	
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§3.	In	C	Major	run	in	Thirds,	when	played	Staccato,	admits	at	will	of	3	modes	of	fingering,	namely:	
	
Figure	43	
	§4.	In	playing	Legato,	the	fingers	on	the	contrary	must	be	changed,	and	this	again	may	be	done	in	3	different	ways.	Ex:		
Figure	44239 
		
																																																								239	Czerny,	Book	2,	88.	
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Those	are	the	finger	options	for	C	Major	scale.	For	all	the	other	keys	this	is	the	finger	pattern	expected	for	staccato:	
Figure	45	Czerny,	Piano-Forte	School,	Book	2,	p.	89	
		For	 legato	 this	 is	 the	 recommendation,	which	 in	 some	 cases	 can	 be	 also	 used	 for	
staccato	passages:	
Figure	46	Czerny,	Piano-Forte	School,	Book	2,	p.	89	
		Similarly,	 the	general	 finger	pattern	used	 for	 the	 fourths	 is	1-4	/	2-5,	according	 to	where	 the	 black	 keys	 are.	When	 a	 legato	 touch	 is	 required	 and	 this	 combination	does	 not	 completely	 allow	 for	 it,	 it	 is	 possible	 to	 use	 2-4	 and	1-3.	 If,	 instead,	 it	 is	necessary	 to	 play	 very	 staccato,	 the	 use	 of	 the	 same	 pair	 of	 fingers	 should	 be	preferred	through	the	passage	(e.g.	1-4),	or	the	use	of	the	1-4/2-5	according	to	the	black	keys	present,	as	in	the	following	example.		 	
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Figure	47	Czerny,	Piano-Forte	School,	Book	2,	p.100	
		For	 instance,	 this	 last	 option	 is	 suggested	 by	 Czerny	 for	 the	 following	 passage	 in	Beethoven’s	Piano	Concerto	No.	5,	opus	73:		
Figure	48	Czerny,	Supplement	[German	Edition],	p.	114	
	A	similar	example	is	provided	for	the	finger	pattern	of	legato	parallel	sixths.	Czerny	admits	 that	 legato	 sixths	 are	 harder	 to	 connect	 than	 the	 other	 double-notes.	Nevertheless,	 there	 are	 options	 that	 might	 allow	 a	 more	 legato	 touch	 using	 the	alternation	 of	 1-4	 and	 2-5,	 as	 in	 Example	 48.1,	 and	 for	 a	 flexible	 and	 big	 enough	hand	it	is	possible	to	use	1-3	and	1-2	for	blocked	sixths	as	in	Example	48.2.	Figure	50	shows	an	application	of	these	fingerings	in	Chopin’s	Etude	no.	6,	op.	25.	
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Figure	49	Czerny,	Piano-Forte	School,	Book	2,	p.	101	49.1	
	49.	2	
	
	
Figure	50	Chopin,	Etude	op.	25	no.	6	as	reported	in	Czerny,	Supplement,	Example	21	
			Different	 fingering	 according	 to	 articulation	 applies	 also	 to	 chordal	 arpeggios.	 As	reported	in	example	51,	to	play	the	finger	pattern	suggested	staccato	is	not	the	most	comfortable	hand-wise,	but	it	is	the	most	useful	to	obtain	a	Staccato	brillante	sound,	because	the	hands	can	keep	a	quiet	and	even	motion.		
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Figure	51	shows	the	most	comfortable	pattern	for	the	hand:	
Figure	51	Czerny,	Piano-Forte	School,	Book	2,	p.	151	
	Figure	52	gives	the	fingering	to	obtain	a	good	staccato:	
Figure	52	Czerny,	Piano-Forte	School,	Book	2,	p.	152	
		Furthermore,	 Czerny	 is	 generally	 very	 careful	 about	 the	 importance	 of	obtaining	a	legato	sound	through	the	use	of	the	fingers,	without	the	aid	of	the	pedal,	whose	 use	 is	 introduced	 only	 at	 the	 end	 of	 the	 third	 volume	 of	 his	 tutorial.	Therefore,	 in	 passages	 where	 the	 regular	 fingering	 makes	 the	 connection	 of	 the	notes	impossible,	he	provides	examples	of	exceptions	in	order	to	play	a	real	legato.	
240 	This	 is	 especially	 true	 in	 the	 music	 discussed	 in	 the	 first	 chapter	 of	 the	
Supplement,	 where	 Czerny	 presents	 works	 by	 composers	 of	 his	 time,	 who	 often	require	one	hand	to	play	multiple	voices.	There,	in	order	to	sustain	the	melody,	the	use	of	pedal	is	required.	But	those	are	special	cases,	not	the	general	rule.	241	
																																																								240	Other	examples	of	 fingering	 related	 to	articulation	can	be	 found	 in	Czerny,	Book	2,	pp.	27,	45,	55,	59,	65.	241	About	the	use	of	pedal,	see	Czerny,	Book	3,	Chapter	6	and	Supplemento,	Chapter	One.	
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SPECIAL	FINGERING	FOR	SPECIFIC	EFFECTS	In	 addition	 to	 the	 general	 rules	 of	 fingering	 related	 to	 scalar	 and	 chordal	passages,	Czerny	devotes	part	of	 the	volume	 to	other	pianistic	 figurations	used	 in	the	repertoire.	Among	the	others,	he	shows	are	examples	of	repeated	notes,	 finger	substitution,	use	of	the	same	finger	on	subsequent	notes,	and	use	of	more	than	one	finger	 on	 one	 key.	 In	 the	 listed	 cases,	 Czerny	 shows	 a	 finger	 pattern	 or	 solution	expressively	conceived	to	obtain	the	required	effect	the	composer	wants.	For	 instance,	explaining	the	repeated	notes,	he	gives	as	a	rule	to	adopt	the	shift	of	fingers	following	the	rhythmic	subdivision,	as	shown	below.	
Figure	53	Czerny,	Piano-Forte	School,	p.	111	
	In	the	following	examples	from	Book	4,	Czerny	underlines	the	importance	of	playing	the	repeated-note	triplets	evenly,	although	divided	between	the	two	hands.	And	he	suggests	 the	 use	 of	 the	 second	 option	 shown	 above,	 which	 guarantees	 rhythmic	clarity.		 	
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Figure	54	Czerny,	Supplement	[German	Edition],	Ex.	6	
	However,	 the	 performer	 should	 use	 the	 same	 finger	 on	 the	 repeated	 note,	 if	 the	composer	requires	a	more	detached	sound:	
Figure	55	Czerny,	Piano-Forte	School,	Book	2,	p.	119		
	A	 similar	 fingering	 is	 suggested	 by	 Czerny	 for	 repeated	 notes	 in	 the	 second	movement	of	Beethoven’s	Piano	Sonata,	opus	13,	mov.	2,	where	 it	 is	stated	that	 in	order	 to	 play	 very	 articulate	 triplets	 it	 is	 important	 to	 follow	 the	 suggested	fingering:	242		 	
																																																								242	The	English	 translation	uses	 the	 term	“intelligible”,	but	because	of	 the	original	German	“sehr	 sprechend”,	 and	 the	 Italian	molto	parlate,	 I	 preferred	 to	 use	 a	word	 that	 provides	 a	more	 precise	 idea	 of	 the	musical	 rendering	 Beethoven	 requires.	 Italian:	 “le	 terzine	molto	parlate”,	45.	German:	“Triolen	sehr	sprechend”,	45.	
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Figure	56	Czerny,	Supplement	[German	Edition],	p.	43	
		In	Chapter	12,	Czerny	deals	with	finger	substitution,	which	is	used	mostly	to	connect	a	melodic	line	that	would	otherwise	sound	detached.	As	in	the	example	below,	this	technique	might	be	applied	also	to	connect	chords	and	octaves	when	legato.	
Figure	57	Czerny,	Piano-Forte	School,	Book	2,	p.	157	
	As	mentioned	previously,	Czerny	does	not	suggest	the	use	of	pedal	to	obtain	a	legato	line,	since	the	pedal	was	mainly	used	for	special	effects	at	the	time.	Therefore,	this	technique	is	very	important,	especially	in	works	in	strict	style,	when	more	than	one	voice	at	the	time	is	performed	legato.		 One	important	exception	that	Czerny	presents	to	the	regular	way	of	fingering	is	 in	 chapter	13,	where	he	 shows	 the	use	 of	 the	 same	 finger	 on	 consecutive	 keys.	This	 is	 mainly	 applied	 when	 a	 semi-legato	 touch	 is	 marked,	 as	 in	 the	 following	example,	or	even	in	a	not	fast	staccato	touch,	where	the	player	is	supposed	to	play	each	subsequent	note	with	the	same	accent.	
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Figure	58	Czerny,	Piano-Forte	School,	Book	2,	p.	95		
	Such	a	fingering	can	also	be	functional	for	a	special	legato	effect	when	sliding	from	one	black	key	to	a	white	key,	as	in	Figure	59,	or	to	play	legato	in	the	strict	style	when	no	other	option	is	available.	243	
Figure	59	Czerny,	Piano-Forte	School,	Book	2,	p.	95	 	
		Before	the	end	of	the	second	volume,	Czerny	presents	the	use	of	two	fingers	on	one	note,	when	a	special	accent	or	rFz	is	required:	
Figure	60	Czerny,	Piano-Forte	School,	Book	2,	p.	169	
		
																																																								243	The	 technique	 of	 sliding	 and	 finger	 substitution	 finds	 a	 useful	 application	 in	 playing	double-third	 passages	 when	 the	 thumb	 or	 the	 fifth	 finger	 should	 be	 held	 and	 it	 is	 not	possible	to	play	legato	with	the	regular	fingering.	For	specific	examples	see	Czerny	Book	2,	95.	
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CONCLUSION	This	paragraph	shows	Czerny’s	 focus	on	making	pianistic	execution	correct	and	 expressive,	 caring	 for	 all	 the	details,	 including	 fingering.	As	 stated	 earlier,	 his	interest	and	 insistence	on	acquiring	a	good	 technique	was	on	one	hand	necessary	due	to	the	high	demand	coming	from	the	repertoire;	on	the	other	hand,	it	came	from	his	 awareness	 that	 fingers	 are	 the	 connection	 between	 the	 player’s	musical	 ideas	and	the	instrument.		Difficulties	are	not	the	chief	end	of	the	art,	they	are	a	means	only,	though	an	indispensable	 means.	 For	 when	 ingeniously	 contrived	 and	 properly	executed,	they	produce	effects,	which	could	not	at	all	be	attained	by	easier,	simpler,	and	more	convenient	assemblages	of	notes.	The	 labour	 which	 we	 bestow	 in	 learning-	 to	 execute	 them	 with	 ease	 and	beauty,	is	therefore	always	amply	repaid.244		In	addition	to	the	technical	aspects	described	so	far,	Czerny	also	provides	exercises	and	discusses	examples	of	other	piano	figurations	particularly	important	to	achieve	fluidity	 and	 effortless	 execution	 in	 any	 piece	 of	music,	 such	 as	 octaves,	 arpeggios	(regular	and	wider),	trills,	hand-crossing,	glissandi	etc.	Those	elements	are	essential	for	 a	 good	 performance,	 since	 they	 are	 often	 found	 when	 special	 textures	 are	required.		 However,	Czerny’s	presentation	of	these	elements	e	 is	mostly	 limited	to	the	description	of	their	correct	 fingering	and	the	exercises	necessary	to	become	fluent	in	their	performance,	not	with	expression.	Therefore,	they	are	not	presented	in	full	
																																																								244	Czerny,	Book	3,	72.	
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in	this	study.245	By	 focusing	 on	 finger	dexterity	 and	 fingering,	 the	 student	 correctly	 trained	can	 move	 forward	 and	 develop	 skills	 essential	 to	 the	 expression.	 To	 do	 so,	 the	teacher	 should	 still	 help	 him	 in	 the	 understanding	 of	 the	 important	 musical	elements	 and	 their	 role	 in	 the	 structure	 of	 the	 piece	 and	 in	 the	 performance.	 In	particular,	there	are	two	additional	elements	that,	from	the	standpoint	of	this	study,	are	related	to	finger	technique,	but	constitute	expressive	means	of	the	performance:	the	 rendering	 of	 the	melody	 and	 the	 tempo	 choice.	 The	 last	 two	 chapters	 explain	Czerny’s	vision	on	these	topics.		 	
																																																								245	Those	 exercises	 and	 explanations	 can	 be	 found	 mainly	 in	 Czerny,	 Piano-Forte	 School,	Book	2.	
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CHAPTER	NINE		
IMPORTANCE	OF	MELODY	AS	EXPLAINED	IN	OPUS	500		 The	pedagogical	 and	practical	 path	 that	 Czerny	 suggests	 to	 achieve	perfect	dexterity	 of	 the	 fingers	 and	 subsequent	 control	 of	 dynamics,	 articulations	 and	phrasing	was	described	in	the	previous	chapters.	The	first	step,	once	the	reading	of	the	notes	and	the	rhythm	is	consolidated,	is	to	follow	and	play	all	the	marks	on	the	score,	 especially	 if	 performing	 pieces	 by	 classical	 and	 romantic	 composers.	Nonetheless,	the	work	of	a	musician,	be	it	a	pianist,	singer	or	violinist,	is	not	only	to	correctly	reproduce	what	is	written	in	the	score,	but	to	understand	the	form	and	the	character	 of	 the	 piece	 performed	 and	 to	 be	 able	 to	 express	 it.	 Even	 if	 expression	comes	 from	 following	 the	 scores	 as	 well	 as	 from	 the	 player’s	 personality	 and	individual	talent,	which	cannot	be	taught,	Czerny	in	his	tutorial	goes	a	step	further	from	what	 he	 explained	 so	 far,	 providing	 the	 student	with	 the	 necessary	 tools	 to	better	understand	the	character	and	style	of	any	piece	of	music.	As	stated	at	the	end	of	the	previous	chapter,	there	are	two	important	topics	that	can	be	related	to	finger	training	and	expressive	playing:	how	to	play	a	melodic	line	 and	 properly	 voice	 different,	 simultaneous	 lines,	 and	 how	 to	 understand	 and	execute	tempo	headings	both	from	the	points	of	view	of		both	speed	and	expression.	This	 chapter	 will	 present	 Czerny’s	 suggestions	 for	 performing	 simple	 melodies,	multi-layered	 passages	 in	 the	 romantic	 repertoire,	 and	 fugues	 in	 strict	 style,	
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whereas	chapter	ten	will	address	the	importance	of	tempo	in	music.246	
THE	IMPORTANCE	OF	THE	MELODY	As	any	good	musician	knows,	one	of	the	first	steps	to	proper	understanding	and	 performing	 of	 a	 piece	 of	 music	 is	 the	 comprehension	 of	 its	 melodic	 and	harmonic	 organization.	 Being	 a	 musician	 of	 the	 late	 classical	 and	 early	 romantic	eras,	 Czerny	 often	 emphasizes	 the	 importance	 of	 a	melodic	 line,	 being	 something	that	any	sort	of	listener	can	follow.	It	is	also	important	to	recognize	the	role	of	the	different	notes	in	relation	to	the	harmonic	and	metric	organization	of	the	material,	to	 choose	where	 the	 climax	 of	 a	 phrase	 is,	 and	 to	 know	which	 sounds	 should	 be	stressed	more	than	others.	Therefore,	it	is	fundamental	to	have	fingers	well	trained	to	 perform	 any	 shade	 of	 dynamic	 and	 any	 gradation	 of	 touches	 for	 clearly	expressing	the	different	musical	lines	and	voices	present	in	a	piece,	and	to	stress	any	note	the	player	wants	to.	 In	addition,	the	teacher,	as	Czerny	states,	should	be	wise	enough	to	develop	in	the	student	a	sense	of	the	harmonic	and	melodic	lines	early	on,	without	demanding	the	understanding	and	performing	of	complex	repertoire	at	the	initial	stage	of	studies.		Choosing	the	correct	repertoire	for	a	student	is	a	crucial	element	for	melody	skills	development.	At	 the	end	of	 the	 first	volume,	Czerny	explains	why.	 If,	on	one	hand,	 it	 is	not	good	to	give	students	complex,	expressive	pieces	for	which	they	are																																																									246	In	 his	method,	 Czerny	 also	 discusses	 other	 aspects	 of	music	 and	performance,	 such	 as	memory,	 performing	 in	 front	 of	 others,	 and	 how	 to	 approach	 different	musical	 styles,	 as	well	as	a	short	overview	of	thoroughbass	and	orchestration.	But	the	purpose	of	this	study	is	to	 focus	 on	 how	 the	 insistence	 of	 finger	 training	 is	 related	 to	 expression;	 therefore,	 the	above-mentioned	aspects	are	not	reported	here.	
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not	 ready,	 on	 the	 other	 hand	 it	 is	 not	 good	 to	 focus	 exclusively	 on	 etudes	 either,	since	 music	 is	 not	 made	 only	 of	 fast,	 intricate	 and	 bravura	 passages,	 but	 also	 of	melodic	and	cantabile	material,	which	pupils	should	equally	learn	to	play.		Czerny	writes:	6.	 From	 among	 these	 compositions	 let	 him	 always	 choose	 such	 as	 are	adapted	to	the	development	of	execution,	and	in	which	therefore	the	melody	frequently	alternates	with	easy	passages,	and	runs.		[…]	7.	Nothing	 is	more	 important	 for	 the	Teacher	 than	 to	 form	and	develop	as	soon	as	possible	 the	 taste	of	his	Pupil.	This	cannot	be	accomplished	 in	any	way	better	than	by	a	good	choice	of	pieces.	Good	taste	 is	always	a	proof	of	good	sense	and	a	clear	understanding;	8.	Useful	as	maybe	 the	practice	of	 the	numerous	Exercises	or	Studies,	now	published;	still	the	Teacher	must	not	overload	his	Pupils	with	them.	He	must	keep	 in	 mind,	 that	 each	 musical	 piece,	 even	 a	 Rondo,	 or	 an	 Air	 with	Variations	&c.	is	an	Exercise	in	itself	and	often	a	much	better	one,	than	any	professed	 Study;	 because	 it	 is	 a	 complete	 composition,	 in	which	melody	 is	intermixed	with	passages;	and	because	a	Pupil	will	certainly	practice	such	a	Piece	more	willingly	than	any	studies,	which	however	good	they	may	be	 in	themselves,	 generally	 appear	 to	 youth	dry	 and	 tedious.	The	best	 and	most	necessary	Exercises	will	always	be	the	scales	and	the	other	passages	which	are	given	at	 length	 in	 this	part;	 for	 they	are	quite	 sufficient	 to	develop	 the	execution	 of	 the	 Pupil	 for	 the	 first	 year,	 and	 at	 the	 same	 time	 they	 are	absolutely	indispensable	to	the	formation	of	any	Piano-forte	player.247			Therefore,	 he	 suggests	 the	 student	 to	 practice	 pieces	 such	 as	 Rondos,	Variations	 and	 Sonatinas,	 which	 in	 addition	 to	 bravura	 passages	 also	 contain	melodic	 passages	 that	 can,	 step	 by	 step,	 instill	 in	 the	 student	 a	 sense	 of	 melodic	contour	and	the	principal	harmonic	progressions.	In	addition,	he	also	states	that	the	core	 technical	 repertoire	 for	 assuring	 finger	 dexterity	 is	 not	 etudes,	 but	 scales,	 as	they	represent	 the	 foundation	and	the	daily	necessary	exercise	at	any	stage	of	 the	
																																																								247	Czerny,	Book	1,	216–217.	
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pianist’s	career.248	Once	the	student	becomes	an	intermediate	and	advanced	pianist,	s/he	needs	to	 tackle	 more	 difficult	 repertoire,	 in	 which	 melody	 is	 often	 set	 with	 additional	voices	 and,	 especially	 in	 the	 romantic	 repertoire,	 with	 embellishments	 and	ornamental	 passages.	 In	 the	 Supplement	Czerny	 analyses	 pieces	 by	 contemporary	composers,	and	it	is	there	that	he	underlines	the	importance	of	performing	the	main	melodic	 line	 clearly,	 even	 if	 the	 same	 hand	 has	 to	 play	 both	 the	 melody	 against	another	voice.	The	 importance	 for	 Czerny	 of	 listening	 to	 good	 singers	 and	 musicians,	 in	order	 to	 learn	 good,	 natural	 phrasing	 as	well	 as	 acquiring	 good	 taste,	 has	 already	been	discussed	in	chapter	two	of	this	study.249	In	this	context,	though,	it	is	important	to	stress	how	this	is	crucial	to	properly	express	a	melodic	line	as	well,	since	it	helps	to	follow	the	natural	discourse	and	breath	of	the	phrase.	This	concept	was	inherited	from	C.P.E.	Bach’s	study,	and	it	places	Czerny	in	continuity	with	masters	of	the	past	and	a	step	ahead	of	many	composers	and	pianists	of	his	time,	who,	according	to	him,	cared	 only	 for	 the	 bravura	 and	 virtuosity	 of	 a	 pianist,	 but	 who	 sometimes	 were	lacking	in	expressive	and	meaningful	playing.	In	addition,	Czerny	gives	a	few	suggestions	on	how	to	stress	and	play	a	main	melodic	 line	 cantabile,	 acknowledging	 the	 obvious	 impossibility	 for	 the	 piano	 to																																																									248	In	 the	 Italian	 Edition	 of	 opus	 500,	 the	 editor	 gives	 a	 list	 of	 pieces	 to	 be	 practiced	 in	addition	 to	 the	 short	pieces	 included	 in	 the	 tutorial,	which	 are	mainly	 Sonatinas,	Rondos,	Polonaises	and	one	Concertino.	He	provides	only	4	sets	of	etudes	out	of	22	selections.	See	Czerny,	Metodo	Completo	per	Piano-Forte,	op.	500,	(Milano:	Ricordi,	1839),	193.	249For	more	information	regarding	listening	skills,	refer	to	chapter	2.	
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sustain	a	sound	as	a	violinist,	singer	or	clarinetist	can	do.250	The	first	step	in	highlighting	a	melody	is	to	analyze	in	which	voice	it	is	found:	if	it	is	the	top	voice,	the	bass	should	be	played	at	a	significantly	lower	dynamic	than	the	top	voice,	the	lower	register	of	the	piano	being	more	powerful	than	the	higher.	If	the	melody	is	found	in	the	middle	or	lower	voices,	the	fingering	should	be	planned	in	order	to	stress	the	melody	and	to	play	the	other	voices	with	the	correct	touch	and	dynamic.	Usually,	 the	dynamics	 of	 the	 other	parts	must	 be	 a	 step	below	 the	main	melody.	Melodic	notes	that	are	long	should	be	played	slightly	louder,	in	order	to	keep	the	sound	active	for	its	entire	value.	In	so	doing,	it	is	important	not	to	strike	the	key	harshly	or	hammered.	Czerny	writes:	§4-.	 It	 is	 no	 deception	 that	 the	 sound	 is	 greatly	 enriched,	 when	 we	 press	down	the	keys	almost	as	far	as	possible.	In	slow	notes	 this	must	be	resorted	 to,	even	when	we	are	 to	play	piano	or	pianissimo.	 In	 all	 such	 cases	 too,	 the	 hand	must	 be	 kept	 quite	 tranquil,	 so	that	this	touch	may	be	produced	only	by	its	entire	weight,	and	by	an	internal	and	 invisible	 pressure.	 When	 however	 a	 Turn,	 a	 Shake,	 a	 rapid	embellishment,	or	a	quick	passage;	 intervenes	 in	 the	course	of	 the	melody,	this	energetic	pressure	must	be	 instantaneously	 relinquished,	 that	we	may	produce	 these	 quicker	 notes	 with	 the	 requisite	 degree	 of	 gentleness	 and	grace.251		He	is	also	aware	that	often	times,	especially	in	the	modern	repertoire,	melodic	notes	are	surrounded	by	embellishments,	as	in	the	following	example:		 	
																																																								250	Czerny,	Book	3,	Chapter	4.	251	Czerny,	Book	3,	41.	
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Figure	61	Czerny,	Opus	500,	Book	3,	p.	42	
	In	those	cases,	he	advises	that	it	is	always	essential	to	play	the	main	melodic	notes	with	 a	 firm	 and	 more	 profound	 touch,	 whereas	 the	 embellishment	 should	 be	performed	with	a	 lighter	and	 fast	 touch.	But	 in	order	 to	accomplish	 this,	he	states	again	the	importance	of	good	finger	training:	2.	 The	 longer	 and	 tasteful	 embellishments	 are	 real	 ornaments	 to	 every	melody,	when	 the	 Composer	 introduces	 them	 in	 the	 proper	 place,	 and	 the	Player,	executes	them	with	delicacy	and	the	right	degree	of	intonation.	They	ennoble	 the	 simple	 melody,	 which	 without	 this	 could	 not	 produce	 on	 the	Piano-forte	 that	 effect	which	 is	 so	 easily	 obtained	 by	means	 of	 the	 human	voice	 or	 of	 stringed	 and	wind	 instruments,	 and	which	 gives	 the	 Player	 an	opportunity	of	expressing	the	delicacy	of	his	sentiments	in	the	most	effective	and	varied	manner.	But	only	those	players	who	possess	a	very	high	degree	of	execution	and	facility,	can	execute	them	with	dignity	and	propriety;	as	a	clumsy,	indistinct,	and	ill-calculated	execution	of	them	and	of	their	effects,	is	capable	of	rendering	them	as	disagreeable	to	the	ear,	as	the	opposite	way	is,	of	imparting	a	charm	felt	by	everyone	who	hears	them.252		This	 topic	 is	 also	 treated	 –	 more	 extensively	 –	 in	 the	 Supplement,	 where	 he	emphasizes	 the	 importance	 that	 the	melodic	 line	 has	 in	modern	 piano	 technique,	and	how	it	is	important	that	the	player	s	project	it	clearly	and	expressively,	even	if	it																																																									252Czerny,	Book	3,	43.	
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is	a	hard	task	given	all	the	figurations	and	bravura	passages	that	can	surround	it.	253	Therefore,	 the	 pianist	 should	 use	 a	 firm	 touch	 and	 a	 good	 fingering	 that	 helps	 to	underline	 the	melodic	 line,	 and	 at	 the	 same	 time,	 perform	 the	other	parts	 clearly,	with	a	different	touch	and	dynamic.	In	the	fourth	volume,	Czerny	presents	the	main	melodic	line	on	a	separate	staff,	above	the	passage	discussed,	in	order	to	facilitate	its	identification,	as	shown	in	Figure	3;	elsewhere,	he	points	out	the	main	melodic	line,	and	gives	fingering	suggestions	for	it,	as	in	Figure	4.	
Figure	62	Thalberg,	op.	33	as	reported	in	Czerny,	Supplement	[German	Ed.],	p.	7	
	
		 	
																																																								253	See	Czerny,	Supplemento,	6.	 	
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Figure	63	Liszt,	Reminiscences	de	Lucrezia	Borgia,	as	reported	in	Czerny,	Supplement	
[German	Ed],	Ex.	32	
	As	a	pianist	might	notice,	the	pedal	also	plays	an	important	role	in	melodic	outlining.	While	 Czerny	 suggests	 the	 use	 of	 pedal	 for	 specific	 effects	 only,	 he	 acknowledges	that	in	the	modern	repertoire	of	his	time,	it	is	often	necessary	to	employ	the	pedal	to	connect	 the	 melodic	 line,	 but	 this	 must	 be	 done	 with	 great	 sensitivity	 to	 the	harmonic	progression.	On	one	hand,	Czerny	is	a	musician	of	his	time,	highly	aware	of	the	importance	of	 the	melody	together	with	the	use	of	 fast	and	difficult	 technical	passages;	on	the	other	 hand,	 as	 it	 will	 be	 explained	 in	 the	 following	 paragraphs,	 he	 is	 also	 deeply	rooted	 in	 the	 keyboard	 tradition	 and	 aware	 of	 the	 importance	 covered	 by	 the	historical	repertoire.	Among	 the	many	 key	 points	 he	makes,	 along	with	melodic	 awareness	 and	cantabile	 playing,	 is	 that	 it	 is	 essential	 to	 strengthen	 the	 ability	 to	 play	 different	
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voices	at	 the	same	 time,	using	a	deep	and	 firm	 touch,	especially	when	performing	pieces	 in	 the	 earlier	 style	 (e.g.	 Bach,	 Handel).	 This	 is	 a	 step	 that	 he	 considers	essential	 in	 the	development	of	 a	pianist,	 since	 it	 allows	 the	player	 to	 acquire	 the	touch	necessary	to	play	all	repertoire	securely	and	clearly.	No	matter	how	melodious	can	be	a	composition	in	free,	or	elegant,	style,	it	is	always	just	one	part	that	follows	the	melody	or	the	thought,	and	all	the	other	parts	 are	 just	accompaniment.	 Now,	 if	 the	 fugue	 can	 have	 2,3,4	 or	 5	 parts,	each	 one	 of	 them	 is	 essential…The	 only	 way	 the	 fugues	 are	 composed	 is	thinking	about	each	single	voice	independently,	therefore	the	player	should	perform	 them	with	 the	 same	clarity…each	 single	 part	 should	 be	 expressed	clearly	and	evidently	as	it	would	be	played	by	a	special	hand,	even	if,	as	it	is	often	the	case,	the	execution	might	be	uncomfortable	and	unnatural.	254		According	to	Czerny,	and	according	to	the	practice	of	the	time,	each	line	of	the	fugue	was	supposed	to	be	played	 legato.	The	 legato	was	achieved	not	through	the	use	of	the	pedal,	but	only	through	the	use	of	special	fingerings:	“Each	sound	should	receive	its	 value	 only	 through	 the	 use	 of	 fingers.”255	Furthermore,	 practicing	 of	 fugues	 is	essential	 for	 a	 pianist	 to	 develop	 this	 specific	 firmness	 of	 touch,	 awareness	 of	different	 lines	 and	 flexibility	 of	 fingers,	 in	 part	 because	 in	 many	 piano	 works	 in	different	 genres,	 such	 as	 Sonatas	 or	 Variations,	 there	 are	 passages	 also	 in	 fugato	texture	if	not	complete	fugues.																																																									254	Czerny,	 Supplemento,	122.	 Translation	 by	 the	 author.	 Original	 Italian	 text:	 “Per	 quanto	armoniose	 possano	 essere	 le	 composizioni	 in	 istile	 libero,	 o	 così	 detto	 elegante,	 è	 però	sempre	una	sola	parte	che	guida	 la	melodia	o	 il	pensiero,	e	 tutto	 il	 resto	vi	è	 subordinato	come	accompagnamento.	Orbene,	se	la	Fuga	può	essere	a	2,	3,	4,	o	5	parti,	ognuna	di	queste	parti	è	essenziale…	La	sola	maniera	in	cui	le	Fughe	vengono	scritte	appalesa	l’indipendenza	di	ogni	 singola	parte,	 ed	è	quindi	dovere	del	 suonatore	di	 eseguirla	 con	altrettanta	 chiara	sostanzialità’…Ogni	 singola	 parte	 dev’essere	 espressa	 si	 chiaro	 ed	 evidente	 come	 se	 fosse	eseguita	 da	 una	 mano	 speciale,	 quand’	 anche,	 come	 spesso	 succede	 nelle	 Fughe,	 fosse	l’esecuzione	incomoda	e	non	naturale.”	255	Ibid.	Translation	by	the	author:	“Ogni	tono	deve	ricevere	il	suo	valore	soltanto	per	mezzo	
dei	diti”	
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Nonetheless,	 he	 was	 aware	 that	 many	 contemporary	 players	 were	 not	 able	 to	perform	pieces	in	strict	style.	He	noticed	that	many	“modern”	pianists	disregard	the	repertoire	 of	 the	 past,	 considering	 the	 modern	 repertoire	 more	 exciting	 and	sufficient	to	make	them	virtuosi.256		According	 to	 him,	 there	 were	 many	 reasons	 for	 this:	 in	 “modern”	compositions	 chords	 were	 largely	 arpeggiated,	 avoiding	 the	 necessity	 of	 a	 firm	touch	 to	 play	 them;	 many	 pianists	 used	 the	 pedal	 to	 connect	 the	 notes,	 without	training	the	fingers	to	do	so;	while	a	granitic	and	firm	touch	was	required	for	simple	and	peaceful	 compositions,	 because	most	 pianists	 preferred	 fast	works	 they	were	not	 able	 to	 execute	 them	 well;	 lastly,	 pianists	 believed	 that	 fugues	 were	 only	complex	 and	 arid	 exercises.	 Czerny	 concludes	 the	 chapter	 stating	 that	 only	 a	 few	true	musicians	could	execute	them	well,	and	that	whoever	will	be	patient	enough	to	pursue	this	study	fully	will	be	highly	compensated	by	a	“noble	and	witty	pleasure”	that	no	other	work	can	give,	and	an	ability	proper	to	the	most	talented	virtuoso.257	
																																																								256	See	Czerny,	Supplement,	31.	257	The	whole	quotation	in	Italian	is	taken	from	Supplemento,	31.	The	original	Italian	quote:	“1.	 Nella	 moderna	 esecuzione	 tutte	 le	 composizioni	 a	 più	 parti	 vengono	 ora	 sempre	arpeggiate,	 tanto	 più	 molti	 pianisti	 hanno	 pressoché	 intieramente	 disimparato	 il	 tocco	deciso	degli	accordi,	ecc.	…	2.	Molti	si	sono	così	avvezzati	all’uso	del	pedale,	che	non	si	danno	più	 la	pena	di	 tenere	 le	note	del	basso	fondamentale	e	delle	parti	medie	secondo	il	 loro	valore,	perché’	il	pedale	si	assume	questa	 fatica.	Quindi	riuscirà’	a	molti	assai	difficile	di	produrre	 il	 legato	 in	tutte	 le	parti	soltanto	per	mezzo	dei	diti,	e	sovente	verrà	 interrotto	 l’andamento	delle	armonie	da	salti,	 piccole	 pause,	 lacune,	 ecc.	 se	 non	 si	 procura	 seriamente	 di	 studiare	 le	 Fughe	 nella	maniera	da	noi	indicata.	3.	 Essendo	 la	 moderna	 esecuzione	 del	 pianoforte	 specialmente	 calcolata	 sull’eleganza,	velocità,	 sfoggia,	 bravura	 e	 simili,	 così	 pochi	 suonatori	 possiedono	 quel	 tocco	 schietto	 e	granito	 che	dà	 interesse	 anche	 alle	 composizioni	 semplici,	 tranquille,	 senza	quelle	 risorse	esteriori.	
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This	 topic	 is	 covered	 in	 the	 third	 volume,	 and	 emphasizes	 the	 particular	difficulty	of	works	and	passages	in	strict	style,	as	well	as	the	importance	of	studying	it.	Czerny	writes:	As	 in	musical	works	 in	 the	 free	and	 ideal	style,	 (of	which	we	have	hitherto	treated),	 the	 traits	 of	 melody	 in	 brilliant	 passages	 require	 to	 he	 made	particularly	 prominent,	 because	 all	 the	 rest	 is	mere	 accompaniment;	 so	 in	Fugues	 each	 part	must	 proceed	with	 equal	 energy	 and	 firmness	 of	 legato,	and	 the	Player	must	produce	 the	same	kind	of	effect,	 as	 if	he	possessed	as	many	hands	as	there	are	parts.	[…]in	 each	hand	 two	parts	proceed	uninterruptedly	with	one	 another,	 and	that	each	of	the	four	parts	has	its	own	progression	and	melody.	Let	 the	 Student	 take	 the	 trouble	 to	 play	 through	 each	 part	 alone,	 strictly	Legato	and	in	so	doing,	to	strike	the	semibreves	and	minims	so	firmly,	that	their	vibrations	may	last	distinctly	till	the	following	note.	Now	comes	the	difficult	business	of	managing,	so	that	all	the	4	parts	shall	be	played	 exactly	 together,	 and	 with	 equal	 firmness	 and	 legato	 as	 before,	 so	that	 the	 hearer	 may	 clearly	 seize	 on	 and	 follow	 the	 progression	 of	 each	individual	part.	Together	with	 the	peculiar	mode	of	 fingering,	 already	 treated	of	 in	 the	2nd	Part,	 and	 which	 is	 absolutely	 necessary	 to	 this	 end,	 the	 fingers	 must	 also	become	accustomed	 to	many	awkward	extensions	and	 twistings,	while	 the	hand	is	still	kept	perfectly	tranquil…258		To	him	 it	 is	 also	essential	 for	 the	player	 to	underline	each	entry	of	 the	 subject,	 in	order	to	make	 it	clear	 for	the	 listener.	At	 the	end	of	 the	chapter	 in	Book	3,	Czerny	provides	 two	 fugues	 written	 by	 himself	 as	 examples.	 In	 the	 Supplement	 he	underlines	again	the	importance	of	their	study	and	gives	more	examples	of	specific	fingering	used	only	in	fugues.	Then,	he	gives	fingered	examples	of	complete	fugues																																																																																																																																																																						4.	 Finalmente	 domina	 in	molti	 il	 pregiudizio	 di	 tenere	 le	 Fughe	 per	 artizi	 dotti,	 freddi…e	certamente	 che	 ad	 una	 fallace	 cattiva	 esecuzione	 delle	 medesime	 si	 sarà	 confermati	 in	questa	falsa	opinione.	Tali	sono	le	cagioni	principali	per	cui	soltanto	pochissimi	pianisti	sono	in	istato	di	eseguire	bene	queste	opere	musicali	dal	rigorso	stile.	Ma	chi	…	si	dedica	con	serietà	e	zelo	allo	studio	di	 esse,	 ne	 sarà	 ricompensdato	da	un	nobile	 e	 spirirtoso	diletto,	 che	nell’arte	musicale	da	nessun	 altro	 può	 essere	 pareggiato;	 e	 la	 maestrevole	 esecuzione	 di	 questa	 specie	 di	composizioni	richiede	certamente	le	più	onorevoli	prerogative	di	un	vero	virtuoso.”	258	Czerny,	Book	3,	89.	
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by	various	composers	along	with	one	by	J.S.	Bach.	Czerny	had	previously	published	a	 complete	edition	of	Bach’s	Well-Tempered	Clavier,	 fingered	by	him,	 to	which	he	refers	 in	 the	Supplement,	 thus	 justifying	the	presence	of	only	one	work	by	Bach	 in	opus	500.	The	importance	given	to	the	study	of	fugues	underlines	Czerny’s	intuition	in	developing	not	just	fast	virtuoso	players,	but	musicians	able	to	use	the	instrument	in	many	 different	 ways	 in	 order	 to	 express	 any	 piece	 of	 music	 appropriately,	sensitively	and	intelligently.	
CONCLUSION		 The	ability	of	a	pianist	to	express	the	melodic	and	cantabile	lines	in	a	piece	is	essential	to	express	the	musical	meaning	of	a	work.	Czerny	acknowledges	this	and	encourages	 the	 student	 to	 become	 proficient	 and	 comfortable	 in	 doing	 so.	 To	achieve	this	aim,	he	underlines	the	importance	of	acquiring	the	firm	and	clear	touch	that	 allows	 the	 student	 to	 underline	 any	 melodic	 line	 present,	 achieved	 by	consistent	practice,	such	as	studying	fugues.	Accordingly,	he	 links	his	method	with	the	works	of	masters	of	the	past.	However,	Czerny,	also	aware	of	the	demand	of	the	repertoire	 of	 his	 contemporaries,	 addresses	 the	 potential	 difficulties	 of	 melodies	surrounded	by	extensive	 figurations.	All	 the	 elements	of	 opus	500	 that	have	been	considered	up	to	this	point	link	expressive	execution	with	technique.	Once	all	those	means	are	acquired,	and	the	player	also	develops	awareness	of	the	 structure	 of	 the	work	 s/he	 is	 performing,	 a	 last	 step	 remains:	 expressing	 the	character	at	an	appropriate	speed.		
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CHAPTER	TEN		
UNDERSTANDING	TEMPO:	FROM	ADAGIO	TO	ALLEGRO	As	stated	earlier,	alongside	dynamics	and	articulation,	Czerny	considers	the	understanding	and	performing	of	 the	correct	 tempo	of	a	piece	as	one	of	 the	 three	fundamental	elements	to	achieve	true	musical	expression.	§9.	Any	musical	piece	produces	its	proper	effect	only	when	it	is	played	in	the	exact	 degree	 of	 movement	 prescribed	 by	 its	 Author;	 and	 any	 even	inconsiderable	 deviation	 from	 that	 time,	 whether	 as	 to	 quickness,	 or	slowness,	 will	 often	 totally	 destroy	 the	 sense,	 the	 beauty,	 and	 the	intelligibility	of	the	piece.259		 Chapter	 four	 of	 this	 study	 discussed	 problems	 related	 to	 the	 teaching	 of	tempo	and	 the	meaning	of	 Italian	 tempo	headings	according	 to	different	 treatises,	along	 with	 the	 relation	 between	 expression	 and	 accelerando/ritardando,	 the	application	 of	 tempo	 rubato,	 and	 the	means	 to	 induce	 in	 the	 student	 the	 “natural	feeling”	necessary	to	perform	with	a	natural	style.	Czerny	devotes	the	eighth	chapter	of	the	third	volume	to	describing	how	to	assess	 the	 correct	 pace	 for	 a	 piece	 of	 music.	 He	 takes	 into	 account	 two	 major	groupings	of	possible	pacings,	within	which	hundreds	of	different	tempo	gradations	can	be	ascertained.	The	first	group	ranges	from	Moderato	Allegro	to	Prestissimo,	the	second	from	Moderato	Allegro	to	Adagio/Largo/Grave.260	In	 both	 cases	 Czerny’s	 rule	 is	 to	 understand	 the	 general	 character	 of	 the																																																									259	Czerny,	Book	1,	157.	260	The	discussion	regarding	the	slowest	tempo	was	presented	in	chapter	4	of	this	study.	In	this	case,	Czerny	refers	to	Adagio/Largo/Grave	as	all	having	the	same	speed,	implying	that	the	major	difference	lies	in	their	character,	rather	than	speed.	
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piece.	For	instance,	a	work	marked	Allegro	might	imply	many	different	characters:	a.	Tranquil,	soft,	and	coaxing.	b.	Thoughtful	or	Enthusiastic.	c.	Sorrowful,	or	harmoniously	intricate.	d.	Majestic,	grand,	and	even	sublime.	e.	Brilliant,	yet	without	aiming	at	too	much	movement	or	rapidity.	f.	Light,	cheerful	and	sportive.	g.	Hasty	arid	resolute.	h.	Impassioned,	excited,	or	fantastic	and	capricious,	i.	Stormy,	hasty,	 in	a	serious	as	well	as	 in	a	sportive	sense.	 In	 this	case,	we	must	generally	reckon	on	brilliant	effects.	k.	Extremely	wild,	excited,	and	unbridled	or	furious.261		 Then,	 he	 points	 to	 the	 importance	 of	 choosing	 the	 tempo	 according	 to	 the	smallest	note	present	in	the	score.	For	instance,	Czerny	says:	If	 therefore	 in	 a	 piece	 marked	 Allegro	 there	 should	 occur	 triplets	 of	semiquavers,	 so	 that	 a	 bar	 of	 4	 crotchet-time	 [Common	 time]	 is	 filled	 up	with	24	notes;	 the	Allegro	movement	must	 be	 take	 somewhat	 slower	 than	usual,	that	we	may	not	be	obliged	to	hurry	these	notes	too	much.	But	when	common	semiquavers	are'	the	quickest	notes,	we	may	take	the	Allegro	 quicker;	 supposing-	 that	 these	Semiquavers	do	not	 contain	any	complicated	 harmony	 or	 passages	 in	 several	 parts,	 which	 for	 the	 sake	 of	greater	 intelligibility	 and	 facility	 of	 execution,	 ought	 to	 be	 played	 in	 a	somewhat	moderate	degree	of	movement.	But	when	in	the	Allegro	movement	there	occur	no	quicker	notes	than	triplets	of	quavers,	the	time	may,	according-	to	the	rule,	be	taken	somewhat	faster.		An	 Allegro	 may	 be	 played	 still	 quicker,	 when	 no	 notes	 occur	 in	 the	 piece	faster	than	quavers	of	the	ordinary	description.262			Czerny	 also	 remarks	 the	 importance	 of	managing	 different	 speeds	without	 losing	the	clarity	of	the	piece:		The	quicker	that	a	piece	is	to	be	played,	the	more	the	Player	must	endeavour	to	make	it	intelligible,	by	a	beautiful	and	easy	style	of	execution,	by	a	ready	and	 unlaboured	 mastery	 of	 all	 its	 difficulties,	 and	 by	 a	 quiet	 and	 distinct	volubility263	of	 finger,	 which	 is	 always	 possible,	 when	 our	 execution	 is	properly	cultivated,	and	that	the	piece	has	been	sufficiently	practised.264																																																									261	Czerny,	Book	3,	69.	262	Czerny,	Book	3,	69.	263	The	meaning	 of	 “volubility”	 as	 understood	 here	 as	 the	 ability	 of	 playing	with	 fluency,	without	being	 stopped	by	 the	 inability	 of	 fingers	 to	play	 clearly,	 at	 the	 correct	 speed	 and	
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	 In	Czerny’s	view,	the	expressive	playing	of	a	slow	movement	is	harder	than	that	 of	 an	 Allegro.	 This	 happens	 because	 in	 his	 opinion	 it	 is	 hard	 to	 keep	 the	listener’s	 attention	when	 something	 is	 executed	 slower,	 as	 it	 is	when	 someone	 is	talking	 slowly,	unless	 its	 content	 is	 very	 interesting	and	 important.	Therefore,	 the	player	has	to	deeply	understand	the	character	of	the	piece,	and	thereby	to	perform	it	in	the	most	appropriate	and	effective	tempo.	Czerny	remarks:	…	in	the	performance	of	an	Adagio…the	Player	must	know	how	to	fascinate	his	Audience	by	 the	 finest	possible	quality	of	 tone,	by	correct	accentuation	and	phrasing	 of	 the	melody,	 by	 a	 pellucid	 fullness	 and	 close	 connection	 of	the	harmonies,	by	 feeling-	and	delicacy,	and	by	 the	appropriate	expression	of	 tender	 or	 sublime	 emotions;	 and,	 according	 to	 the	 contents	 of	 the	composition,	operate	on	their	hearts	or	their	under	standings.	Many	Players	imagine	that	feeling-	and	expression	consists	only	in	a	coarse	 contrasting	 of	 the	 Fortes	 and	 Pianos;	 and	 suppose	 that	 they	 have	satisfied	 everything	 when	 they	 strike	 certain	 notes	 harsh,	 and	 screaming,	and	others	on	the	contrary,	dull	and	feeble.	But	 to	a	 fine	and	educated	ear,	such	 a	 style	 of	 performance	 is	 insupportable,	 and	 if	 possible	 more	disagreeable	 than	 a	 monotonous	 but	 still	 soft,	 though	 completely	unexpressive	mode	of	execution.	The	 observance	 of	 the	more	 delicate	 gradations	 of	 touch	 and	 tone,	the	 portamento	 of	 the	 notes,	 the	 minute	 gradations	 from	 pianissimo,	through	all	degrees	of	crescendo,	up	 to	 forte;	 this	 it	 is	by	which	 the	Player	must	endeavour	to	render	slow	pieces	attractive.265		 In	the	third	volume,	Czerny	lists	four	main	types	of	Adagio	or	slow	movement	works,	describing	 the	particular	execution	 required	by	each	one	of	 them:	 the	 first	type	 is	of	 sublime	style,	 as	 is	 the	case	of	many	Adagio’s	by	Beethoven;	 the	second	type	is	when	the	melody	predominates,	and	the	lower	parts	are	an	accompaniment																																																																																																																																																																						with	 a	 proper	 articulation.	 The	 original	 German	 text	 uses	 the	 word	 “Geläufigkeit”	 for	volubility.	See	Czerny,	Pianoforte	Schule,	3rd	Theil,	54.		264	Czerny,	Book	3,	70.	265	Czerny,	Book	3,	74.	
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to	 it;	 the	third	comprises	“Adagios	with	elegant	embellishments”;	and	the	 last	one,	has	a	character	closer	to	an	Andante	or	even	Allegretto.	He	provides	examples	of	all	four	types,	specifically	composed	for	the	method,	and	they	are	all	explained	in	detail	in	order	 to	help	 the	player	 to	understand	 the	 specific	 tempo,	 alongside	 touch	and	dynamics,	necessary	to	express	the	required	character	of	the	passage.	It	is	important	to	 point	 out,	 as	 one	 can	 gather	 from	 the	 comments	 on	 Beethoven’s	 Sonatas	 in	Czerny’s	Supplement,	that	this	categorization	is	not	arbitrary,	but	closely	related	to	the	understanding	and	developments	of	music	and	repertoire	of	his	time.		Below	 are	 provided	 four	 examples	 of	 Adagios	 as	 explained	 in	 the	 volume,	with	 additional	 examples	 of	 Beethoven’s	 Adagios	 as	 reported	 by	 Czerny	 in	 the	
Supplement.	There	are	several	species	of	Adagios,	which	require	different	style	of	execution,	viz.:		 a. That	of	sad,	thoughtful	or	sublime	character,	replete	with	intricate	harmony,	as	for	Ex.	those	of	Beethoven.	Its	 performance	must	 be	 dignified	 and	 important,	 and	 quietly	 progressive,	 and	 it	must	be	made	intelligible	by	attentively	given	relief	to	the	melody.	Ex:		
Figure	64
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Here,	 in	 preference	 to	 everything	 else,	 we	 must	 observe,	 in	 both	 hands	 a	strict	 legato	according	to	the	value	of	the	notes.	All	 the	parts	of	each	chord	must	be	struck	with	firmness	and	energy;	and	the	highest	notes	in	the	right	hand,	 must	 be	 brought	 out	 rather	 prominently,	 because	 they	 form	 the	melody.	Each	ascent	or	descent	in	this	melody,	must	be	expressed	by	a	slight	crescendo	and	diminuendo.266		Czerny	goes	on	 to	 show	how	 this	approach	should	be	applied	 in	 the	example.	For	instance,	the	second	measure	should	have	its	first	chord	louder,	since	the	rest	of	the	bar	 is	descending.	Or,	 the	 small	crescendo	 in	 the	 third	bar	 should	not	be	 too	 loud,	since	it	ends	on	a	piano	at	the	beginning	of	measure	four.267		As	noted	by	Czerny,	this	is	a	very	common	style	of	slow	movement	used	by	Beethoven.	 Examples	 in	 his	 piano	 sonatas	 are,	 among	 others,	 the	 Largo	
Appassionato	of	opus	2	no.	2,	as	well	as	the	Funeral	March	of	opus	26,	and	the	Largo	
e	Mesto	of	opus	10	no.	3.	Commenting	on	the	latter,	Czerny	writes:	This	Adagio	 is	one	of	Beethoven’s	grandest	but	most	melancholy,	and	must	be	played	with	the	most	attentive	expression.		 In	 the	performance	of	pieces	of	 this	kind	 it	 is	not	sufficient	 that	we	put	ourselves	 into	 the	proper	disposition;	 the	hands	and	 fingers	must	bear	on	the	keys	with	a	different,	and	heavier	weight,	than	is	necessary	in	lively,																																																									266	Czerny,	Book	3,	75.	267	Ibid.	The	quotation	continues:	“Thus,	for	Ex:	the	2nd	chord	in	the	first	bar	must	be	played	with	 a	 somewhat-	 stronger	 pressure	 than	 the	 two	 others.	 In	 the	 2nd	 bar,	 the	 first	 chord	demands	this	emphasis,	because	the	others	follow	in	descending.	The	middle	chord	in	this	bar,	(that	of	Bb	minor),	is	to	be	struck	more	piano,	and	to	be	held	on	till	the	next	begins.	The	last	 chord	of	 this	bar	must	be	considered	as	belonging	 to	 the	 following;	 crescendo;	which	however,	must	not	become	too	loud	in	the	3rd	bar,	since	in	the	4th	bar	it	terminates	with	a	piano,	instead	of	a	sf	as	usual.	The	Arpeggioed	1st	chord	in	the	4th	bar,	must	not	be	taken	too	slow,	because	the	harmony	which	serves	to	resolve	this	chord	is	soon	to	fall	on	the	ear.	The	following	chord	must	be	struck	loud;	and	though	the	following	notes	are	again	to	be	played	somewhat	diminuendo,	yet	the	crescendo	becomes	still	 louder	and	more	marked	in	the	5th	bar,	(notwithstanding	that	the	melody	descends	here	in	a	slight	degree);	and	this	must	be	so	perceptible,	as	to	introduce	the	6th	bar	with	much	energy;	the	7th	bar,	on	the	contrary,	must	be	played	tranquil	and	soft	throughout.”	
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or	 tenderly	 expressive	 compositions,	 in	 order	 to	 produce	 that	 significant	kind	 of	 tome,	 which	 may	 duly	 animate	 the	 slow	 course	 of	 an	 earnest	
Adagio.268		The	second	type	of	slow	movement	is	described	as	following:	
Figure	65	
		 Here,	 in	the	first	eight	bars	the	bass	is	always	to	be	played	 legatissimo,	and	its	 expression	 must	 correspond	 with	 that	 in	 the	 right	 hand,	 without	overpowering	it.	In	the	six	following	bars,	the	bass	must	be	played	light	and	soft,	without	any	marked	expression,	because	these	bars	demand	the	aid	of	the	pedal,	which	must	be	kept	down	during	the	four	first	quavers.	In	the	last	two	bars	the	pedal	must	be	kept	down	till	the	rests.		In	 this	 Example	 the	 right	 hand	 must	 play	 with	 great	 dignity	 and	expression.	As	the	melody	ascends	in	the	5	first	bars,	we	must	commence	a	crescendo	with	the	3rd	bar,	which	should	increase	in	both	hands	till	the	2nd	crotchet	in	the	5th	bar,	in	which	the	upper	C	must	be	struck	almost	sf.		From	 this	 point,	 diminuendo,	 and	 the	 7th	 bar	 very	 soft;	 the	 8th	 bar	crescendo,	because	the	9th	and	10th	bars	must	be	played	with	more	emphasis	
																																																								268	Czerny,	Supplement,	42.	
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than	those	which	preceded	them.	The	11th	dimin.;	and	the	12th	smorzando;	the	rest	softer	and	softer	to	the	end.269		 This	style	of	slow	movement	is	present	in	Beethoven’s	Sonatas	as	well,	such	 as	 the	 Adagio	 Cantabile	 of	 his	 opus	 13,	 or	 the	 Adagio	 con	 molta	
espressione	 of	 opus	 22,	 where	 Czerny	 remarks	 the	 importance	 of	 a	 very	cantabile	melody	and	the	bass	played	legato	as	much	as	possible.		 Regarding	the	third	type,	Czerny	describes	Adagios	that	appear	more	related	 to	 the	 romantic	 repertoire,	 because	 of	 the	 extensive	 use	 of	embellishments.	 Nevertheless,	 Beethoven’s	 music	 also	 provides	 good	examples	 in	 this	 case,	 as	 in	 the	Adagio	Grazioso	 from	opus	31	no.	 1,	which	according	to	Czerny	has	the	“style	of	a	graceful	romance	or	a	nocturne…	must	discover	 itself	by	a	tender	and	elegant	performance	and	a	certain	degree	of	liveliness	which	serves	to	animate	the	whole.”270	Czerny	describes	this	type	of	slow	movement	as	following:	c.	A	third	sort	are	Adagios	with	elegant	embellishments.	These	may	be	either	of	a	 tender	and	amatory	character,	or	else	of	a	plaintive,	or	of	an	 imposing	and	commanding	one.	In	 all	 these	kinds,	 the	 execution	of	 the	 embellishments,	 (of	which	we	have	already	 spoken),	 is	 the	 chief	 point,	 and	 it	 must,	 as	 much	 as	 possible,	 be	suitable	to	the	character	of	the	piece.	
																																																								269	Czermy,	Book	3,	76	270	Czerny,	Supplement,	52.	
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Figure	66	
		The	 character	 of	 this	 Example	 is	 pompous	 and	 shewy.	 For	 which	 reason,	neither	 tender	weakness,	 nor	 a	 coarsely	 impassioned	 style	 of	 execution	 is	suitable	 to	 it;	 and	 no	 pathetic	 expression	 must	 be	 introduced	 into	 the	embellishments.	The	right	hand	must	play	all	the	slower	notes	with	dignity	and	energy,	and	all	the	embellishments	rather	brilliant	than	merely	graceful.	Yet	 the	 quicker	 notes	must	 not	 by	 any	means	 be	 played	 harshly,	 but	with	
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measured	gradations	of	 light	and	shade	and	easy	volubility.	At	 the	close	of	the	6th	bar	we	may	employ	a	moderate	smorzando.271		The	 fourth	 and	 last	 example	 of	 slow	movements	 Czerny	 provides	 is	listed	 as	 an	Andante	quasi	Allegretto,	 which	 implies	 that	when	 referring	 to	
Adagios,	Czerny	refers	mainly	 to	 the	slow	movement	of	a	Sonata,	or	similar	multi-movement	work.	There	 is	 still	 a	 kind	 of	 slow	 piece	 which	 must	 be	 played	 with	 a	pleasing-	 and	 even	 playful	 lightness	 of	 touch:	 the	 time	 of	 these	 pieces	somewhat	 approximates,	 however,	 to	 the	Andante,	Andantino,	 or	 even	 the	Allegretto.	
	
Figure	67	
		Here,	 a	 light	 playful	 and	 piquant	 style	 of	 execution	 is	 most	 suitable;	everything	either	coarse	or	sentimental	must	be	avoided.272																																																										271	Czerny,	Book	3,	78.	272	Czerny,	Book	3,	79–80.	
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If	Adagio	is	a	synonym	for	slow	movement,	without	a	distinction	between	the	tempo	headings	Adagio	 or	Largo	 or	Andante,	 it	 is	easy	 to	 find	 further	examples	of	this	 specific	 style	 in	 Beethoven’s	 piano	 sonatas,	 as	 the	Andante	 of	 opus	 14	 no.	 2,	which,	 as	 Czerny	 states,	 is	 in	 cut	 time,	 and	 requires	 a	 tempo	 that	 is	 close	 to	 an	
Allegretto;	other	examples	include	the	Andante	that	serves	as	a	second	movement	in	opus	28,	and	possibly	also	the	Andante	con	moto	of	opus	57.	Precisely	 because	 Czerny’s	 teaching	 comes	 from	 practical	 knowledge,	 he	concludes	the	chapter	underlining	that	it	is	often	possible	to	find	different	styles	in	the	same	Adagio,	since	a	piece	can	move	from	one	to	another	character	in	different	sections,	as	might	also	be	the	case	in	the	Allegros:	There	are	Adagios	in	which	all	these	different	characters	and	modifications	of	 style	are	used	more	or	 less	alternately.	The	player	must	naturally	adapt	his	style	of	execution	to	the	species	of	passages	above	described,	as	they	may	chance	to	occur;	and	must	consult	his	feelings	in	order	to	discover	the	most	suitable	expression.273		
CONCLUSION	In	Czerny’s	method,	in	order	to	“adapt	his	style	of	execution,”	the	player	must	recognize	 all	 the	 potential	 clues	 in	 the	 scores.	 He	 should	 also	 be	 acquainted	with	different	musical	styles	and	their	realization	in	performance,	according	to	guidelines	provided	 by	 the	 method.	 And	 for	 certain	 he	 needs	 the	 technical	 capabilities	 to	express	 it.	 Therefore,	 the	 content	 of	 this	 final	 chapter	 affirms	 that	 the	 aim	 of	Czerny’s	work	as	a	whole	is	to	develop	the	ability	to	perform	either	Adagios,	Allegros	or	 whatever	 musical	 piece	 with	 the	 appropriate	 style	 and	 expression	 and	 in	 an																																																									273	Ibid.	
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intelligible	way	 for	 the	 listener.	For	 the	more	advanced	student	he	 stresses	 to	 the	fundamental	 role	 tempo	 has	 in	 music	 and	 provides	 a	 precise	 explanation	 of	 the	differences	possible	under	a	single	tempo	heading.	Previous	methods	explained	the	different	 meaning	 of	 tempo	 headings,	 but	 none	 of	 the	 tutorials	 presented	 at	 the	beginning	of	 this	 study	explained	 in	 such	detail	 and	with	 such	 clear	 examples	 the	differences	between	Adagios	or	overall	the	many	possibilities	of	character	and	style	that	can	be	found	in	the	repertoire.		 	
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CONCLUSIONS		 Czerny’s	 reputation,	 as	 it	was	described	 in	 the	 beginning	 of	 this	 study,	 has	been	mostly	that	of	an	arid	technician,	and,	although	his	works	have	been	studied	by	countless	 young	 pianists,	 they	 are	 still	 often	 chosen	 only	 for	 the	 basic	 feature	 of	developing	fast	 fingers.	This	 is	also	demonstrated	by	the	fact	that	Czerny’s	serious	music	 is	barely	touched	by	pianists,	whereas	his	collection	of	etudes	and	exercises	are	 studied	 in	 conservatories	 and	 school	 of	 music	 all	 over	 the	 world.	 But	 the	question	 that	a	 true	musician	and	music	 teacher	should	ask	 is:	what	 is	 technique?	Why	do	we	teach	“technique”	exercises	to	our	students?	What	is	the	final	goal	of	our	teaching?	As	this	study	has	tried	to	prove,	Carl	Czerny	helps	to	answer	these	questions	through	his	method,	which	presents	an	innovative	and	much	more	detailed	way	to	present	topics	when	compared	with	other	tutorials.	The	purpose	of	what	has	been	analyzed	 here	 is	 to	 underline	 that	 for	 Czerny	 technique	 is	 not	 only	 about	 fast	training	of	the	fingers,	but	also	—	and	especially	—	about	the	expressive	training	of	them,	 so	 that	 any	 student	 and	 pianist	 could	 achieve	 the	 ability	 to	 perform	expressively.	This	study	highlighted	some	cases	in	point	that	prove	this	concern:	for	instance,	while	it	is	not	the	only	treatise	that	underlines	the	importance	of	teaching	dynamics	and	touches,	Czerny’s	opus	500	is	the	only	one	up	to	his	time	that	gave	a	specific	path	for	the	student	and	the	teacher	to	follow	in	order	to	develop	dynamic	and	 articulation	 control.	 Czerny	 focused	 also	 on	 the	 fundamental	 skill	 of	
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understanding	the	appropriate	speed	of	a	musical	piece,	as	well	as	its	structure	and	core	musical	elements,	such	as	the	main	melodic	line,	since	it	is	not	enough	to	only	follow	what	 is	written	 in	 the	score;	 the	player	should	also	understand	what	 is	not	written	in	order	to	achieve	true	and	convincing	musical	expression.	This	is	not	at	the	expense	of	technique,	but	only	those	musicians	that	control	all	technical	means	and	have	 developed	 a	 mature	 taste	 and	 inner	 ear,	 are	 able	 to	 successfully	 express	feelings	and	personal	understanding	of	a	piece.		Therefore,	Czerny	might	have	agreed	with	his	later	colleague	Josef	Hofmann,	who	stated:	Technic	 represents	 the	 material	 side	 of	 art,	 as	 money	 represents	 the	material	 side	of	 life.	By	all	means	achieve	a	 fine	 technic,	but	do	not	dream	that	you	will	be	artistically	happy	with	this	alone…Technic	is	a	chest	of	tools	from	which	the	skilled	artisan	draws	what	he	needs	at	the	right	time	for	the	right	purpose	[…]	There	 is	 a	 technique	which	 liberates	 and	 a	 technique	which	 represses	 the	artistic	self.	All	technic	ought	to	be	a	means	of	expression.274		Opus	500	was	written	at	the	end	of	Czerny’s	teaching	career;	therefore,	it	might	be	considered	as	a	crowning	testament	he	wanted	to	 leave	to	younger	generations	of	musicians.	He	was	aware	of	what	the	traps	were	into	which	young	musicians	could	fall	when	dealing	with	the	repertoire	available	at	their	time.	In	 fact,	 as	 stressed	 in	 chapter	 nine,	 Czerny	 points	 to	 three	 main	 mistakes	often	 found	 in	 contemporary	pianists’	 performances:	 overuse	 of	 pedal,	 overuse	 of	tempo	 changes,	 and	 lack	 of	 practicing	 and	 performing	 works	 from	 earlier	composers.	 In	Czerny’s	vision,	the	overuse	of	pedal	was	due	to	the	incorrect	belief																																																									274	As	quoted	in	Reginald	R.	Gerig,	Famous	Pianist	and	Their	Technique,	1–2.	
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that	the	damper	pedal	could	mask	and	substitute	for	the	technical	short	 fall	of	 the	player.	 This	 related	 to	 some	 players’	 ideas	 that	 it	 was	 not	 necessary	 to	 practice	works	 by	 composers	 of	 previous	 generations,	 specifically	 those	 in	 strict	 style,	 in	order	to	learn	the	right	touch	and	voicing,	because	everything	was	possible	with	the	pedal,	whereas	the	real	reason	for	this	might	lay	in	the	fact	that	they	were	not	able	to	 worthily	 execute	 works	 by	 masters	 such	 as	 Mozart,	 Clementi	 or	 Bach.	 As	 for	shifting	 of	 tempo,	 as	 described	 in	 the	 last	 chapters,	 Czerny	 expressed	 his	 full	disagreement	with	performances	that	change	tempo	at	every	other	musical	phrase,	thinking	that	this	is	expressive	playing.275		Czerny’s	 tutorial	 and	 writing	 are	 designed	 to	 help	 willing	musicians	 to	 be	aware	of	and	address	those	mistakes,	if	present.	One	question	that	would	follow	on	this	exploration	of	his	 ideas	on	technique	and	expression	 is:	 to	what	extent	did	he	inherit	 these	principles?	Are	 they	 just	 the	 continuation	of	 other	 treatises?	Or,	 as	 I	tried	to	document,	were	they	also	drawn	from	his	knowledge	of	the	repertoire?		The	various	 tutorials	analyzed	 in	 the	beginning	chapters	naturally	had	an	 influence	on	him,	but	Czerny’s	work	is	nearly	always	more	specific	and	comprehensive	than	the	previous	ones.	Might	Beethoven,	who	was	also	a	skillful	pianist,	 fond	of	the	earlier	schools	of	composition,	and	who	had	remarked	more	than	once	the	 importance	of	performing	 his	 works	 with	 the	 right	 tempo	 and	 character,	 and	 who	 himself	expressed	 the	 desire	 of	writing	 a	 piano	method,	 also	 have	 been	 an	 even	 stronger	influence	 on	 Czerny	 than	what	would	 be	 assumed?	 And	would	 have	 been	 Czerny																																																									275	Czerny,	Supplemento,	31.	
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able	to	accurately	retain	and	develop	Beethoven’s	teaching	in	order	to	pass	it	on	to	his	students,	such	as	Liszt?	The	final	purpose	of	this	study	was	thus	to	open	up	the	possibility	to	dig	into	this	questions,	hoping	 that	 further	study	can	be	done	on	 the	role	 that	Carl	Czerny	had	 in	 developing	 Beethoven’s	 technique	 and	 passing	 it	 on	 to	 succeeding	generations	of	pianists.	
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APPENDIX	I			
Finger	Patterns	in	C.	Czerny,	C.P.E.	Bach,	M.	Clementi	and	J.	N.	Hummel.	LEGEND	123=	finger	patterns	used	by	Bach	and	by	all	the	authors.	S.	=	same	finger	pattern	as	highlighted	in	yellow.		123=	scales	that	in	C.P.E.	Bach	have	different	fingerings,	but	the	pattern	is	same	for	the	other	authors.	123=	small	differences	in	the	same	finger	pattern.	S.	as	Cl	=	same	fingering	as	Clementi.	
Scale	 	 C.P.E.	Bach	 M.	Clementi	 J.	N.	Hummel	 C.	Czerny	C	Major	 	 Ascending	 Descending	 Asc.	 Desc.	 Asc.	 Desc.	 Asc.	 Desc.	R.H.	 a)	12312341231	b)	12343434343	c)	12341231234	 a)5432132143	b)4321212121		c)4321432132	 S.		 S.	 S.	 S.	 S.			 S.		L.H	 a)543213214321	b)43214321321	c)43212121212	 a)	1231234123	b)1234343434	c)1234123123	 S.	 S.	 S.		 S.	 S.		 S.		A	minor	 RH		 a)123412312341	b)123123412312	 a)5432132143	b)43214321321	c)4321212121	 S.	 S.	 S.		 S.	 S.		 S.		LH	 a)543213214321	b)432143213214	 a)1231234123	b)1234123123	c)1234343434276	
S.	 S.	 	 S.		 S.	 S.	 S.		
G	Major	 RH	 a)123412312341	b)123434312343	c)123123412312	 a)5432132143	b)4321432132	c)4321212132	 S.	 S.	 S.		 S.	 S.		 S.		LH	 a)543213214321	b)432121213212	c)432143213214	 a)1231234123	b)1234123123	c)1234343123	 S.	 S.	 S.		 S.	 S.		 S.																																																									276	The	third	descending	option	of	both	hands	is	only	for	scales	without	black	keys.	
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E	minor	 RH	 12341231234277		 a)4321432132	b)5432132143	 12312341	 S.	 S.		as	Cl.	 S.	 S.		as	Cl.	 S.	LH	 54321321432	 a)1231234123	b)1234123123	 S.	 S.	 S.		 S.	 S.	 S.	F	Major	 RH	 12341231234	 a)4321432132	b)4321321432	 123412312341345	or	234278	 a)543132143	b)43213214	(S.	as	Bach’s	b)	 S.		 S.	 S.	 S.	LH	 a)32143213214	b)54321321432	c)32132121213	 a)1231234123	b)1234343412	c)2123412312	 S.	 S.	 S.	 S.	 S.	 S.		D	minor	 RH	 a)123434312343	b)123412312341	c)123123412312	 a)4321432132	b)5432132143	 S.	 54321432132121279	 S.		 S.	 S.	 S.	LH	 a)543213214	b)432121213	c)432143213	 a)1231234123	b)1234123123	 S.	 2123412312345	 S.		 S.	 S.	 S.	B-flat	Major	 RH	 21231234123	 432132143	 S.	 S.	 S.		 S.	 S.	 S.	LH	 32143213214	 212341231	 S.	 S.	 S.		 S.	 S.	 S.	G	minor	 RH	 a)1231234123	b)123434312	 21321432132	 S.	 543213214	 S.		 S.		as	Cl	 S.		 S.		as	Cl	LH	 a)432143213	b)432121213…	c)214321321280	 23412312341	 543213214	 123123412	 S.		as	Cl	 S.		as	Cl	 S.		as	Cl	 S.		as	Cl	D	Major	 RH	 123123412	 a)1432132143	b)4321432132	 S.	 S.		 S.		 S.	 S.		 S.																																																										277	This	fingering	does	not	follow	the	thumb’s	rule	(thumb	after	a	black	key),	because	there	would	not	be	enough	fingers	after	the	turn.	278	Clementi	 ends	 the	 scale	 before	 reaching	 the	 two	 octaves,	 thus	 he	 needs	 a	 different	 fingering	 to	 prepare	 the	 hand	 for	 the	descending	scale.	279	See	Note	4.	280	None	of	these	fingers	are	used	by	other	composers.	
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c)5432132143	LH	 a)214321321	b)432121213	c)432143213	281	 a)1212341231	b)1234123123	 543213214	 12312341	 S.		as	Cl	 S.		as	Cl	 S.		as	Cl	 S.		as	Cl	B	minor	 RH	 12312341231	 321321432	 S.	 543213214..	 S.		 S.		as	Cl	 S.		 S.		as	Cl	LH	 43214321321	 123412312	 S.	 S.	 S.		 S.		 S.	 S.	A	Major	 RH	 12312341231	 543213214	 S.	 S.	 S.		 S.		 S.	 S.	LH	 a)213214321	b)543213214	 234123123	 S.	 1231234123282	 S.			 S.		as	Cl	 S.	 S.	as	Cl	F-sharp	minor	 RH	 231234123	 321321432	 S.	 214321321283	 S.		 S.		 S.	 S.	LH	 432132143	 212312341	 S.	 S.	 S.		 S.		 	 	E	Major	 RH	 123123412	 543213214	 S.	 S.		 S.	 S.	 S.	 S.	LH	 543213214	 123123412	 S.	 S.	 S.	 S.	 S.	 S.	C-sharp	minor	 RH	 23123412	 32132143	 231234123123/34284	 a)	S.		b)43132143	 S.	 S.	 S.	 S.	LH	 32143213	 2/312341231	 S.	 S.	 S.	 S.	 S.	 S.	B	Major	 RH	 12312341	 285543213214	 S.	 S.	 S.	 S.	 S.	 S.	LH	 43214321	 123412312	 S.	 S.	 S.	 S.	 S.	 S.	G-sharp	minor	 RH	 23123123412	 32132143213	 S.	 S.	 S.	 S.	 S.	 S.	LH	 32143213214	 23123123412286	 S.	 S.	 S.	 S.	 S.	 S.	F-sharp	Major	 RH	 23412312341	 2132143213	 2341231234134/23	 S.	 S.			 S.	 S	 S	LH	 432132143213	 2123123412	 S.	 S.	 S.		 S.	 S.	 S.																																																									281	See	note	6.	282	Same	pattern	as	C.P.E.	Bach’s	ascending	pattern.	283	Clementi	is	the	only	one	that	uses	a	different	finger	pattern.	284	See	note	4.	285	See	note	4.	286	Same	fingering	as	B	Major	Scale.	
		
197	
E-flat	minor	 RH	 212341231	 2132143213287	 212341231	 3214321321.	 S.		 S.		 S.	 S.	LH	 214321321	 2312341231	 314321321	 S.	 S.		288	 S.		 S.	 S.	D-flat	Major	 RH	 231234123	 2143213214	 S.	 S.	 S.		 S.		 S.	 S.	LH	 321432132	 2123412312	 S.	 2143213214…	 S.		 S.		 S.	 S.	B-flat	minor	 RH	 21231234	 4321321432289	 S.	 S.	 S.		 S.		 S.	 S.	LH	 a)21321432	b)21432132	 2341231234	 313214321321432	 S.	 a)	S.	b)5432143[2]	 S.	with	ending	on	45	 S.	 S.	A-flat	Major	 RH	 231231234	 3213214321	 S.	 S.	 S.		 S.	 S.	 S.	LH	 321432132	 212341231	 S.	 S.	 S.	 S.	 S.	 S.	F	minor	 RH	 123412312	 432143213	 S.	 S.	 S	 S	 a)	S.		b)123123412341	 S.	LH	 a)2132143213	b)5432121213	 234123123	 543213214	 12312341	 S.	as	Cl	 S.		as	Cl		 S.	as	Cl.	 S.	as	Cl.	E-flat	Major	 RH	 212341231	 321432132	 212341231234134/23290	 a)3143213214.	b)	S.	 S.		 S.		 S.	 S.	LH	 321432132	 212341231	 S.	 S.	 S.		 S.		 S.	 S.	C	minor	 RH	 a)123123412	b)123434342	 543213214291	 S.	 S.	 S.		 S.			 S.		 S.	LH	 a)432143213	b)432121212	 2341231234292	 543213214293	 12312341	 S.		as	Cl.	 S.	as	Cl.	 S.	as	Cl.	 S.	as	Cl.	
																																																								287	Same	as	F-sharp	Major.	288	Hummel	starts	with	finger	2.	289	Same	as	D-flat	Major.	290	See	note	4.	291	Same	fingering	as	E-flat	Major.	292	See	note	18.	293	Same	fingering	as	C	Major.	
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APPENDIX	2	
Piano	Forte	School,	Opus	500:	Images	of	the	Tables	of	Contents	of	Volumes	1,	2,	
3	as	reported	in	the	English	Edition	(London:	R.	Cocks	&	Co.,	1839).	
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APPENDIX	3		
Different	style	of	Brilliant	Passages	as	reported	in	Opus	500,	Book	3,	Chapter	5
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